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Preface
Cultural properties show the people’s lives based on the long history and rich culture. 
Not only cultural properties themselves but the techniques to restore cultural properties 
and produce materials and tools for the restoration must be preserved and handed down. In 
Japan, these kinds of techniques are selected as the Selected Conservation Techniques by the 
Government and efforts have been made to preserve and protect the important techniques.
Tokyo National Research Institute for Cultural Properties has started a survey on the 
Selected Conservation Techniques since 2014, in order to gather the information on each 
techniques, its process, and the present problem. This volume is produced as a handbook 
to introduce the contents of the Selected Conservation Techniques, in order to share the 
information of the Selected Conservation Techniques with the public. We are happy that 
this book will contribute to the safeguarding and promotion of the Selected Conservation 
Techniques.
March, 2017
Department of Intangible Cultural Heritage
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Explanatory Note
This volume is to introduce the contents of the Selected Conservation Techniques that 
has been selected by the Government, including brief descriptions of the techniques and the 
holders and conservation groups. The articles are written both in English and Japanese. 
The contents of the articles are mainly based on the descriptions from “Cultural 
Heritage Online” (http://bunka.nii.ac.jp/) managed by the Agency for Cultural Affairs, the 
Government of Japan. Some information are complemented by the editors.
This volume is edited by Tomo Ishimura (Head, Audio-Visual Documentation Section, 
Department of Intangible Cultural Heritage, Tokyo National Research Institute for Cultural 
Properties) with the assistance by Mizuki Kitagawa and Ayako Imaeda, under the supervision 
by Mitsuru Iijima (Director, Department of Intangible Cultural Heritage). Kensaku Kikuchi 
(Visiting Researcher, Department of Intangible Cultural Heritage) provided advices on the 
contents.
All photographs are taken by Seiji Shirono (Photographer, Department of Art Research, 
Archives and Information Systems, Tokyo National Research Institute for Cultural 
Properties).




き く じ ゅ つ
矩術（古

































Holders of Technique Relating to Tangible Cultural Property
17
Ancient kiku-jutsu (measuring with a 
carpenter's square)
Holder of the technique
Kichisuke Takehara (Certified in 1976, decertified in 1986) [Osaka]
Hideo Okada (Certified in 1991, decertified in 2000) [Nara]
Description of the technique
Kiku-jutsu is a technique to establish the three-dimensional complicated fittings in parts of 
buildings such as curved eaves using a carpenter’s steel square and is indispensable for design and 
construction when repairing traditional wooden buildings. It made great achievements towards the 
end of the middle ages and has been handed down secretively among master craftsmen. However, 
in today’s construction industry, the number of full-scale wooden buildings requiring kiku-jutsu has 
become fewer and the advanced technique is gradually declining.
The skill to accurately reproduce the inherent characteristics of a building after investigating 
the clarifying ancient regulations of cultural property building and then repairing them is one of 
the most important aspects of the conservation and repair of cultural property buildings. However, 
currently there are no certified holders of this technique.
About the technique holder
Kichisuke Takehara took apprenticeship under a shrine carpenter and studied ancient kiku-jutsu 
technique of freely drawing blueprints of temples and shrines while reproducing subtle curves using 
a carpenter’s square. Starting with the repair of Zenkoji’s Main Hall, he worked on the dismantling 
and repair of over 100 buildings including the Horyuji East Gate and Five-story Pagoda and the 
Sumiyoshi Shrine Main Hall (both national treasures). 
Hideo Okada was employed as an assistant at the Horyuji national treasure conservation 
construction office in 1950. From there, he engaged in repairing and investigating buildings at the 
Nara Prefecture Cultural Property Preservation Office, Nara National Research Institute for Cultural 
Properties, and Agency for Cultural Affairs. 
Related cultural properties
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Early modern kiku-jutsu (measuring with a 
carpenter's square)
Holder of the technique
Takeo Mochida (Certified in 1993) [Kyoto] 
Torasuke Ageta (Certified in 1980, decertified in 1984) [Kochi]
Description of the technique
Kiku-jutsu is a technique to establish the three-dimensional complicated fittings in parts of 
buildings such as curved eaves, using a carpenter’s steel square and is indispensable for design and 
construction when repairing traditional wooden buildings. It made great achievement towards the 
end of the middle ages and has been handed down secretively among master craftsmen. With the 
development of Japanese mathematics in modern times, theory has allowed this to be handed down 
as knowledge and skills necessary for a craftsman, to this day. However, in today’s construction 
industry, the number of full-scale wooden buildings requiring kiku-jutsu has become fewer and the 
advanced technique is gradually declining.
In ancient kiku-jutsu, it seems that only the basic points were established and the finishing details 
were based on experience and how they suited the building. However, early modern kiku-jutsu is 
precisely configured based on the theory of solid geometry. 
Buildings are repaired based on the knowledge of modern kiku-jutsu and understanding this 
technique is also important in order to comprehend the kiku-jutsu of the middle ages.
About the technique holder
Takeo Mochida has been involved in the restoration of Himeji Castle and other buildings and is 
particularly skilled in the accuracy of fitting the curved eaves. 
After engaging in conservation repair work of the important cultural property Araki Shrine 
Honden (Main Hall) in 1932, Torasuke Ageta went on to supervise the conservation repair work of 
many national treasures and important cultural property buildings. 
Related cultural properties
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Roofing with kawara roofing tiles 
(hongawarabuki)
Holder of the technique
Kiyokazu Yamamoto (Certified in 1994) [Nara] 
Mitsuo Teramoto (Certified in 2003) [Kyoto]
Description of the technique
Hongawarabuki is often used in Japan’s traditional architecture including temples and 
castle buildings. Hongawarabuki is the roofing style of alternately laying hiragawara tiles and 
marugawara tiles.
In hongawara roofing, the tiler must first determine how usable the old tiles are and consider the 
balance of usage with new tiles as well as countermeasures against rain and strong winds along the 
ridges and grooves. To complete the roofing in a traditional manner with elegant curves and turned 
up eaves requires a high degree of judgment and skill. For this reason, it is one of the most important 
techniques in the conservation repair work of cultural property buildings. However, after modern 
times the sangawara, a pantile that unified the hongawara was invented and sangawara roofing 
became the norm. Because the demand for hongawara roofing has declined in general construction, 
the number of craftsmen highly mastered in this skill is decreasing. For this reason, there is a 
necessity to preserve the hongawara roofing technique, to pass on the tradition, and to educate 
successors.
Hongawarabuki is a skill that is indispensible in preserving and repairing cultural heritage 
monuments with these roofs. However, currently there are no certified holders of this technique. 
About the technique holder
While involved in the restoration of national treasure Himeji Castle, Kiyokazu Yamamoto also 
researches and manufactures ancient tiles (from restoring the tools to production), has restored and 
created a Hakuho era tile kiln and studies the way roof tiles were laid in ancient times. 
Mitsuo Teramoto was engaged in the construction of structures such as the national treasure 
Sanmon Gate at Tofukuji. He is also active in conveying the tradition of Fukakusa roof tiles created 
by tile craftsmen assembled from Banshu, Kawachi and other locations by Hideyoshi Toyotomi to 
build Fushimi Castle.
Related cultural properties
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Manufacture of roofing tiles (Oni-shi)
Holder of the technique
Heiichi Kobayashi (Certified in 1997, decertified in 2002) [Hyogo]
Akio Kobayashi (Certified in 1988, decertified in 2010) [Nara]
Description of the technique
Traditional Japanese architecture uses decorative tiles called yakugawara (or tool tiles) such as 
karakusagawara, onigawara, and shachihoko that decorate the eaves and ridges, showing off the 
beauty of tradition brought out by the country’s natural features. The shapes and patterns on these 
tiles are a reflection of each era’s styles and regionality, which is a major element when judging its 
value as cultural property and one of the most important criteria for judging the age of the building. 
At a time when modern machine production of tiles has standardized all tiles used on the average 
building, all yakugawara tiles must be made by hand. This requires years of experience and 
historical knowledge of architecture as well as an excellent ability for expression.
People who manufacture yakugawara are called Oni-shi and have a classification of their own, 
among roof tile manufacturers. With the decrease in demand for yakugawara on regular buildings, 
their number is declining. Currently there are no certified holders of this technique.
About the technique holder
Heiichi Kobayashi was born the eldest son of Hirataro Kobayashi, who ran a roof tile business in 
Himeji. He studied under his father. He manufactured roofing tiles for castles and ancient shrines 
and temples that are national treasures and important cultural properties, including Nijo Castle, 
Matsumoto Castle, Himeji Castle, Engyo-ji, and Jodo-ji. Characteristic of his work is the production 
of large decorative tiles called yakugawara, such as the shibi. 
Akio Kobayashi was born in Nara City as the eldest son of the owner of a roof tile business 
from the Edo period with the trade name Kawarau. He joined his family business of roof tile 
manufacturing and engaged in the manufacturing and repair work of roof tiles for buildings 
designated as national treasures and important cultural properties. His production skills of 
yakugawara (tomoegawara, onigawara, shachihoko, shibi, etc.) used to supplement the repair of 
Horyuji Five-story Pagoda and other buildings with hongawara tile roofing was highly appraised. 
Related cultural properties
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Woodwork for traditional buildings
Holder of the technique
Shoji Matsuura (Certified in 1999) [Shizuoka]
Tsunekazu Nishioka (Certified in 1977, decertified in 1995) [Nara]
Description of the technique
Woodwork for buildings is an old-fashioned woodworking technique necessary for conservation 
repair of wooden structures, which are mainstream in Japan. 
Until recent years, Japanese architecture was mainly wooden structures. This is the reason that 
woodworking represents building technology. The sophisticated results are rare across the globe. 
However, with recent changes in materials, tools, and so on, along with the rise of so-called modern 
architecture, there are few people who master old-fashioned woodworking techniques and the 
technical level is gradually declining. Particularly when conserving and repairing cultural property 
buildings, the accurate follow-up and reproduction of woodworking techniques from each era is 
required. This makes it necessary to pass down, polish, and secure the level the level of old-fashioned 
woodworking techniques that the declining number craftsmen have mastered.
About the technique holder
Shoji Matsuura attended to the restoration of national treasures such as Jodoji Jododo, as master 
carpenter. He is especially knowledgeable about buildings from the middle ages.
Tsunekazu Nishioka handled the reconstruction of Yakushiji monastery as master carpenter and 
was involved in the reconstruction of the Kondo (Main Hall) and West Pagoda. 
Related cultural properties
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Manufacture of traditional fittings
Holder of the technique
Tadashi Suzuki (Certified in 1999) [Kyoto]
Description of the technique
The manufacture of fittings refers to the technique of manufacturing latticed shutters, latticed 
doors, wooden doors, and others. 
The main material of the fittings is delicate, seamless wood grain material and Japanese cypress 
that hardly changes with drying is preferred. Cedar, pine, zelkova, and katsura are also used. The 
order of production is conversion, straightening, cutting, sizing, cropping, joint processing, finishing, 
and assembly. Other than various fittings such as paneled wooden doors, latticed shutters, mairado 
(sliding door with crosspieces), latticed doors, and wooden doors, making renji-mado (lattice 
windows) and kato-mado (bell-shaped windows) are all the job of the fitter.
Fittings are made by combining several tiny parts. Unlike carpentry work, this requires an 
accuracy of one millimeter and because there is almost no place to hide anything, all of the work 
is in plain sight, meaning that the slightest miscalculation or scratch is not allowed. This requires 
extreme patience and a high level of skills in addition to extensive experience.
In recent years, it has become rare to repair and use fittings and old style fittings are not made as 
often anymore. Craftsmen with acquired advanced skills are rare and the traditional technology is 
getting lost. Prompt preservation of the techniques and the education of successors in now in need. 
About the technique holder
Tadashi Suzuki has the experience of attending to the repair of fittings in national treasures 
including the Byodoin Phoenix Hall. 
Related cultural properties
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Manufacture of cast-iron products
Holder of the technique
Shuichi Otani (Certified in 1999) [Osaka]
Description of the technique
The manufacture of cast-iron products refers mainly to the technique of making molded items by 
making molds with sand, clay, or the like from a prototype made of clay, plaster, wax or the like, and 
pouring melted iron, bronze, or other metal into them. 
In the olden days, the molds were made by mixing sand with watery clay and baking them in a 
kiln. This required special techniques, depending on the size and complexity of the mold. Large 
items like wheels, bells, and lanterns were sometimes made by digging a hole in the ground, placing 
a sand mold in it, and pouring in the molten metal. It took many years of experience and intuition to 
select the right metal and control the temperature so that the molten metal would reach the fine parts. 
Recently, the labor has been divided so that more and more, different people are in charge of 
making the prototype, the mold, the casting, and the finishing. Cast-iron products are no longer made 
by traditional methods and the methods for producing complex and delicate items or large castings 
are being lost. Presently, craftsmen who have acquired this sort of traditional high-level technique 
are rare. Prompt preservation of the techniques and the education of successors in now in need.
About the technique holder
Shuichi Otani was from a foundry family founded during the early Edo period. Among others, 
he attended the repair of national treasure Horyuji Five-Story Pagoda as well as the production of a 
shachihoko replica during castle restoration construction.
Related cultural properties
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Roofing with Japanese cypress barks and 
shingles (hiwadabuki and kokerabuki)
Holder of the technique
Yasuo Onishi (Certified 2001) [Hyogo]
Isaburo Tanigami (Certified in 1978, decertified in 1984) [Wakayama]
Eiichi Murakami (Certified in 1993, decertified in 2000) [Hyogo]
Description of the technique
The technique of roof-thatching using Japanese cypress bark or wooden shingles is unique to 
Japan as a roofing technique for buildings. Although details of the origin of this technique are not 
clear, roof-thatching using Japanese cypress bark was already evident by the mid 8th century and 
thatching using wooden shingles is thought to have originated from primitive shingle roofing and 
that by the end of the middle ages the technique was established and successful. 
Currently, many buildings with roof-thatching using Japanese cypress bark and wooden shingles 
are protected as important cultural properties. In order to preserve these buildings, such roofing 
techniques are indispensible. However, while there is a slight demand for shrines and temples other 
than designated cultural properties, the technique is never used in general construction, making it 
difficult to pass on the tradition. 
About the technique holder
Among others, Yasuo Onishi has repaired the national treasure Ruriko-ji Five-story Pagoda and 
has been especially skillful in the construction of karahafu style roofs characteristic of Japanese 
shrines and temples.
Isaburo Tanigami was born to the Tanigami family, a roofer group engaged in restoring cypress 
bark and wood shingled buildings in Koyasan from ancient times. He attended to roof replacement 
construction work not only of shrines and temples in Wakayama Prefecture, but also of national 
treasures and important cultural properties across Japan.
Eiichi Murakami took apprenticeship under his father Harutaro, where he worked hard to learn 
traditional techniques. He later succeeded the family business and worked on roofing and repairing 
numerous national treasures and important cultural property buildings.
Related cultural properties
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Plastering (traditional kyokabe walls)
Holder of the technique
Haruo Sato (Certified in 2001) [Kyoto]
Description of the technique
Sakan plastering is an indispensible technique for the repair of buildings and includes kyokabe 
walls used in shoin style architecture and teahouses, and the fine shikkui-kabe used on castle walls 
and in the fireproof construction system dozo-zukuri. Kyokabe developed from the ancient times 
mainly in the old capital region that produced abundant color clays and was used for varies buildings. 
Since the color clay used for finishing was unique to each area and colors and construction methods 
were diverse, various techniques developed and became important factors characterizing the 
appearance of the buildings inside and out. This is important not only because of the design, but also 
the structure, as in the repair of cultural properties, strong construction is also required in addition to 
beauty. For that purpose, materials for the foundation such as bamboo and straw, as well as the earth 
and hoe must carefully be selected. Skills of various techniques are required during construction too, 
such as judging the wall’s water drainage and use of the trowel, which can only come from advanced 
mastery based on rich experience.
In recent years, as the demand for this sort of wet construction is decreasing among general 
construction, there has been a sharp decline in the number of skilled workers who have acquired the 
traditional skill of kyokabe sakan plastering. It is necessary to preserve this technique and to educate 
successors as soon as possible. 
Let it be noted that because the finish coating material in recent construction methods becoming 
more frequently use is also called kyokabe, the title for this certification is plastering (traditional 
kyokabe walls) to denote its traditional method.
About the technique holder
Haruo Sato has been involved in repairs such as at the national treasure, Byodoin Phoenix Hall.
Related cultural properties
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Plastering (shikkui lime plastering)
Holder of the technique
Isokichi Okui (Certified in 1998, decertified in 2011) [Nara]
Description of the technique
Sakan plastering is a technique to plaster clay walls (tsuchi-kabe) and lime plaster walls (shikkui-
kabe). The clay wall is covered with a rough coating and medium coating before being finished with 
the topcoat. Shikkui-kabe lime plaster is a typical example of the topcoat. The plastering technique 
is to finish the surface of the wall most beautifully and durably. This is the most vital technical task 
and the most important element in the design of traditional Japanese architecture, indispensable 
for repairing the nation’s cultural properties buildings. Prior to the middle ages, the craftsmen 
were known as mud workers, wall plasterers, or wall carpenters, but in the early modern times, the 
word sakan came to be used. The plastering technique reached its peak from the Edo period to the 
Meiji era. Creating a durable shikkui-kabe that does not crack or peel all depends on the careful 
examination and selection of materials such as soil, lime, fibers, and paste, how they are mixed 
together, and how they are plastered. This assessment requires abundant experience. In recent years, 
inexpensive and simple construction methods of plaster coating have become the norm and the 
traditional technique of shikkui lime plastering is being lost. It is necessary to protect this as soon as 
possible, but currently there are no certified holders of this technique.
About the technique holder
After the wall construction at Shorenji Temple in 1956, Isokichi Okui took part in restoration 
projects of numerous national treasures and important cultural property buildings such as the 
Main Hall at Taima-dera, the Lecture Hall at Toshodaij, the Hokke-do (Lotus Hall) at Todaiji, the 
Kondo (Main Hall) at Horyuji, the Nan’endo (Southern Octagonal Hall) at Kofukuji, and the Toindo 
(Meditation Hall) at Yakushiji.
Related cultural properties
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Roofing with thatches (kayabuki)
Holder of the technique
Ryuzo Sumida (Certified in 2002) [Nara]
Description of the technique
Traditionally, thatched straw roofing was widely used in Japan as grass roofing regardless of 
architectural style or location. Still today these roofs can be seen in a few places on farmhouses or in 
mountain villages. However, in general, due to the disappearance of the hayfield system quality straw 
was no longer available and the number of thatch-working specialists known as kayate also declined. 
Presently there are only a few who can convey this technique as part time work and they are ageing. 
In an age where there is no general demand, the profession is not enough to make a living, making it 
difficult to educate successors. 
It seems that roof thatching gradually improved from the method of motozuri, which is considered 
to have been the original style of hanging the straw, to what can be seen now even in the modern 
days. Still, there are a few differences in the styles depending on the region and these are preserved 
to show the local color of roof thatching. 
In order to maintain the thatched architecture currently conserved as important cultural properties 
and to convey them to future generations, this technique of roof thatching is important and 
indispensable.
About the technique holder
Ryuzo Sumida works on the conservation and repair of cultural property buildings mainly in the 
Kinki region and is especially skilled in repairing the noble roofs unique to Nara Prefecture.
Related cultural properties
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Manufacture of tatami mats
Holder of the technique
Yuzo Nakamura (Certified in 2004) [Kyoto]
Description of the technique
In the olden days, tatami mats were places on top of beds in the wealthy homes of influential clans 
or laid permanently for sitting or lying on in the sleeping quarters of the nobility. Later, these came 
to be placed with the long sides along the wall in large rooms leaving the floor bare in the center 
in oimawashi style and then covered the entire floor. By the Muromachi period, the use of tatami 
became widespread with the development of shoin-zukuri architecture and in postmodern ages the 
use gradually penetrated into common houses. 
Tatami is made by stretching the tatami cover woven from soft rash (tatami-omote) over the tatami 
bed (tatami-doko) made of rice straw stacked alternately on top of each other and sewn together with 
hemp thread and sewing the tatami borders (tatami-beri) to it. (There are exceptions such as Ryukyu 
omote.) 
When manufacturing tatami, it is necessary to precisely measure the shape of the room to 
process and adjust individual tatami-doko. The tatami-beri of important cultural properties also use 
decorative family crests to make borders called mon-beri in Korai-beri (black and white weaving), 
ungen-beri (formal brocade), and others types. When sewing them together, it is important to pay 
attention to detail and match the adjacent or perpendicular patters of the crests together.
The technique of manufacturing tatami involves processing non-standard tatami mats according 
to rooms of various sizes and shapes, sewing with attention to how unique crests come together, and 
then laying them so they fit perfectly. This requires a high degree of skill. 
Recent typical architecture however, has started using new building materials on the tatami floor 
to save on weight and the use of mon-beri, where family crest patterns need to be matched up is rare. 
Because of this, the number of skilled tatami craftsmen is sharply declining. 
About the technique holder
Yuzo Nakamura has worked on restoration such as the Main Hall of national treasure Kiyomizu 
Temple.    
Related cultural properties
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Manufacture of Japanese leather paper 
(kinkarakami)
Holder of the technique
Takashi Ueda (Certified in 2005) [Kyoto]
Description of the technique
Kinkarakami became popular between the Meiji period and mid-Showa period and is a type of 
wallpaper used mainly in western style architecture. There were many names for it, including gold 
leather paper, imitation gold leather paper, leather paper, and so on. It was originally decorative 
Japanese wallpaper developed by copying the golden leather paper brought to Japan from Europe and 
was prized as decorative material for furnishings and weapons. In early modern Europe, the gilded 
or thin leather with gold patterns was cut and used as wallpaper or for chair upholstery. 
To make kinkarakami, Japanese washi paper is wrapped closely around a cylindrical woodblock 
with a pattern engraved on it and a brush is used to tap it carefully so that the pattern shows on the 
surface of the paper. Then it is painted and finished. At this time, if it is pressed with tin foil and 
then varnished, the finish shines a bright gold. When making kinkarakami, the washi must not be 
damaged while bringing out the delicate three-dimensional pattern and carefully colored. This 
requires a high degree of skill.   
Kinkarakami became widespread with the popularity of western-style architecture during the 
Meiji period. At the same time, it gained high recognition in Europe as well and imports increased 
into the Taisho period. However, after that, due to the popularization of printed western wallpaper, 
kinkarakami waned and disappeared from general architecture. 
As for important cultural properties, kinkarakami is used on the walls and ceilings of modern 
western architecture and on fusuma doors in Japanese architecture. However, because there is no 
longer an opportunity to use it in general architecture, there are very few craftsmen who manufacture 
it now. 
About the technique holder
Takashi Ueda has worked on repairs in properties such as the western style buildings of important 
cultural asset Kyu-Iwasaki-tei (former Iwasaki Estate) as the world’s only holder of kinkarakami 
manufacturing skills.    
Related cultural properties
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Stone-tile roofing (sekibanbuki)
Holder of the technique
Shinpei Sasaki (Certified in 2005) [Miyagi]
Description of the technique
Stone tile roofing is a roofing technique using thinly sliced slate (black clay slate) and was actively 
used as roofing material for western style buildings from the latter half of the Meiji period to the 
Taisho period. Other names for it are slate roofing and natural slate roofing. The slate is produced 
in various part of Japan, but the Ogatsu slate of Ishinomaki City in Miyagi Prefecture is especially 
regarded as high quality. Most of the slate shingles used in the repair of important cultural properties 
are from Ogatsu. 
Stone tile roofing begins with selecting high quality slate by color tone, hardness, and so on, then 
cracked or cut and shaped into a predetermined thickness and size. Then it is nailed to the roof’s 
foundation. Depending on the specification, there are types such as ichimonji (straight edge) buki, 
uroko (fish scale) buki, hishi (diamond-shaped) buki, kikko (turtle shell) buki, hamaguri (shell-shaped) 
buki, and so on. It is important to carefully examine the quality and properties of the stone before 
processing the slate. Then it is vital that the ridge and groove areas of the roof especially are well 
covered to prevent rain from getting in when roofing. This requires a high level of skill. 
Because recent slate roofing work regularly uses factory made products such as asbestos cement 
slates, there are very few skilled craftsmen in traditional stone roofing. Also called natural slate 
roofing, the material was adopted in the construction of western style architecture from the Meiji 
to Taisho periods. It takes a high level of skill to identify the quality and properties of the stone and 
then process it and lay it on the roof. 
About the technique holder
Shimpei Sasaki has attended to the restoration of the important cultural property, the Yamaguchi 
Prefectural Assembly Building, among others.    
Related cultural properties
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Manufacture of roof shingles
Holder of the technique
Mitsuhiro Kuriyama (Certified in 2011) [Nagano] 
Description of the technique
Roofing shingle manufacturing is the skill of making boards to lay the shingles on when roofing 
such as in kokerabuki with wooden shingles made of Japanese cypress. Roofing shingles are shaped 
and finished by cutting wood material such as sawara cypress and cedar.
 The roofing shingles are classified into various types such as flat roof shingles and shingles with 
eaves. To make these boards, the craftsman is required to produce high-quality roofing boards in 
accordance with the specification of roofs on the individual buildings, swiftly and in large amounts. 
This requires a high level of skill. 
In addition, since roofing requires periodic replacement for the conservation of cultural properties, 
the preservation of roofing board manufacturing skills is indispensable. However, in recent years, 
the demand for roofing shingles in general construction has sharply declined and there are very few 
craftsmen that have mastered the skill of roofing board manufacturing.
About the technique holder
Mitsuhiro Kuriyama has been engaged in numerous conservation and repair works of national 
treasures and important cultural property buildings such as the national treasures Muro-ji Temple 
Kondo (Main Hall), Honganji Hiunkaku Pavillion, and Jisho-ji Ginkaku (Ginkaku-ji). He has 
mastered high-level skills and gained deep trust.     
Related cultural properties
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Gathering of Japanese cypress barks
Holder of the technique
Koji Ohno (Certified in 2014) [Hyogo]
Yutaka Ohno (Certified in 1999, decertified in 2010) [Hyogo]
Description of the technique
Japanese cypress bark gathering is a technique of peeling bark from cypress trees.
It takes about ten years for the bark on living Japanese cypress trees to grow back so the bark 
can be harvested again. However, in order to do this, it is essential not to damage the bark-forming 
layer under the bark. A wooden spatula is used and the bark is peeled off, leaving one thin layer, the 
cuticle on the tree. The peeled bark is cut in a certain length, bundled together in a measured unit 
weight, and handed over to the cypress bark roofing tradesman. The craftsman who gathers the bark 
like this is called a motokawashi. The motokawashi uses a hemp rope to skillfully step up into the 
tree and goes about peeling the bark. It takes about three or four years just to be able to go freely up 
and down the tree and even more experience and a high level of skill to be able to peel the bark.   
The finish and durability of the cypress roof largely depends on the quality of the cypress bark. 
The skill of cypress bark collecting is indispensable to the conservation of buildings with cypress-
thatched roofing. However, collection season is limited, as cypress cannot be gathered during its 
forming season of between April and July. The job also comes with dangerous risks and heavy labor. 
As a result, in recent years the number of young successors has declined, raising the concern that 
there will be a decrease in the amount of cypress bark collected in the future.
About the technique holder
Koji Ohno studied under his father Yutaka Ohno and also mastered the technique of cypress bark 
roofing while acquiring advanced skills as a master cypress bark collecting craftsman (motokawashi). 
The cypress bark that he collected has been used in national treasures and important cultural 
properties such as national treasures Myotsuji Three Story Pagoda and Zenkoji Main Hall. 
Yutaka Ohno fitted the Kyoto Imperial Palace with cypress bark and has delivered cypress bark 
for the restoration work of national treasures and important cultural properties including Muroji Five 
Story Pagoda, Zenkoji Main Hall, Sumiyoshi Taisha Main Hall, and Kamo Shrine Main Hall.
   
Related cultural properties
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Manufacture of bamboo nails
Holder of the technique
Yoshiharu Ishizuka (Certified in 1998, decertified in 2004) [Hyogo] 
Description of the technique
From ancient times, nails made of bamboo have been used to nail down thatching materials on 
hiwadabuki (cypress bark) and kokerabuki (cypress shingles) thatched roofs. These types of thatched 
roofing require strong nails, but steel nails that rust when wet cannot be used as substitutes. Bamboo 
is a material indispensable for cypress bark and shingle roofing. When the craftsman engages in 
roofing, he holds a large number of the bamboo nails in his mouth, taking out one at a time to nail 
right into the roofing material. This requirement of strength and smoothness at the same time is 
characteristic. The bamboo used in the olden days was madake, but nowadays moso bamboo is used.
To make bamboo nails, first a number of thin strips of bamboo are cut out. The edges of the 
bamboo are carved, several strips at a time to make the cross-sections octagonal and the thickness 
of the nails uniform. This requires a high level of skill. Then these strips of bamboo are all cut at 
once. Here, a special skill is required so that the angles at the tip of the nails are all the same. The cut 
bamboo nails are finally scorched to increase strength and to smooth the surface, but this takes years 
of intuition and experience not to dull the tip of the nail. However, currently there are no certified 
holders of this technique.
About the technique holder
Since the olden days, Sannancho, Tamba City has thrived with cypress bark roofers and craftsmen 
who collect cypress bark called motokawashi, who passed on the tradition. Of these, the only 
company making nails made of bamboo today is Ishizuka Shoten, headed by Yoshiharu Ishizuka.   
Related cultural properties
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Manufacture of decorative metalwork
Holder of the technique
Yasunosuke Morimoto IV (Certified in 2014) [Kyoto]
Yasunosuke Morimoto III (Certified in 1998, decertified in 2009) [Kyoto] 
Description of the technique
Decorative metalwork on buildings has traditionally been used since the oldest style of 
architecture, national treasure Horyuji Kondo. By era, it was especially prosperous in ancient 
structures up to the Heian period and early modern structures after the Momoyama period. The peak 
was from the Momoyama period to the early Edo period, when elaborate decoration was used. This 
was evident not only in temple construction but also started to be used for residential houses. New 
motifs depicting nature such as the sun and moon and clouds, or flowering plants and wildlife were 
added to the karakusa and hosoge patterns previously preferred, and daily objects such as fans and 
vases were designed adding to the diversification. 
Techniques of manufacturing decorative metalwork differ depending on the metal used, but in 
the case of copper for example shapes are cut out and patterns carved using a cold chisel. There 
are several techniques for carving, including sukashibori (openwork decoration), kebori (hairline 
engraving), keribori (“kick” or wedge pattern engraving), nikubori (relief carving), and nanakouchi 
(fish-roe engraving), among others. The decorative metalwork is finished using techniques such as 
gold plating by mercury glazing, gold or silver foil on lacquer, lacquer glazing, or cloisonné (shippo) 
enamel. Each of these processes is a technique that requires long years of experience to master. 
Craftsmen succeeding these skills are rare and the traditional techniques are being lost. 
About the technique holder
Yasunosuke Morimoto IV acquired exceptional skills under his father, Yasunosuke Morimoto III, 
and has been engaged in the repair work of decorative metalwork of numerous national treasures and 
important cultural properties. 
Yasunosuke Morimoto III handles the production of decorative metalwork for the periodical 
rebuilding of Ise Jingu and the restoration construction of the Kumamoto Castle Honmaru Goten.
 
Related cultural properties
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Smithery of metal fittings
Holder of the technique
Yoshio Yokoyama (Certified in 2002, decertified in 2014) [Kyoto]
Description of the technique
Smithery of metal fittings is a technique for manufacturing metal fittings from wrought iron for 
cultural property buildings. Products include structural metal fittings and decorative metal fittings. 
Structural metal fittings refer to Japanese nails or clamps for example, and depending on the subtle 
angle and shape of the curve, the effectiveness as a metal fitting differs. Decorative metal fittings are 
metal fittings attached here and there in the building of engraved wrought iron covered in gold leaf 
like nail covers called kugikakushi or hasso kanagu, many of which have very delicate designs. In 
either case, because the technique varies depending on the age of the building and the area in which 
it stands, to manufacture them restoratively and with the necessary functions requires abundant 
knowledge and advanced skill. Currently there are no certified holders of this technique.  
About the technique holder
Yoshio Yokoyama was originally a professional craftsman for forging Japanese nails, but later 
began to produce structural metal fittings and decorative metal fittings made of wrought iron.        
Related cultural properties
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Coloration of traditional buildings
Holder of the technique
Ryoji Baba (Certified in 2014) [Yamaguchi]
Shojiro Yamazaki (Certified in 1979, decertified in 1993) [Hyogo]
Akio Yoshihara (Hokusai Yoshihara) (Certified in 1994, decertified in 1998) [Tochigi] 
Ryoichi Kawamo (Certified in 1997, decertified in 2005) [Kyoto]
Description of the technique
The coloration of buildings in Japan was brought in from the continent with Buddhism and during 
the Heian period became sophisticated with Japanese style and was brilliantly developed. In the late 
Muromachi period and the Momoyama period, techniques for applying luxurious coloration both 
inside and outside the building were developed with the addition of lacquer. 
A method of applying natural rock paint or vegetable dye using funori (seaweed paste) and nikawa 
(cow skin glue) as solvents was added to the coloring of buildings and by the Heian period all sorts 
of pigments were used. Lacquer was later used as a solvent and in addition to conventional hira 
and hiragoku coloring, the new techniques ike and okiage coloration developed. In modern times, 
oil paints and synthetic dye have become the mainstream of architectural coloration. Also, due 
to insufficient resources for natural pigment and the decline in the number of craftsmen, there is 
currently no traditional building coloration conducted other than for conservation repair of cultural 
properties. 
About the technique holder
Ryoji Baba has outstanding skills in repairing and replicating the colors of numerous national 
treasures and important cultural properties.
Shojiro Yamasaki was engaged in restoring colored patterns on structures such as the Daigoji Five 
Story Pagoda and was also involved in the restorative coloring of the Funji Saie no Hakkakuki at 
Shosoin Repository.
Akio Yoshihara attended to the coloring of Nikko’s Nisha Ichiji (two shrines, one temple) with the 
Committee on the Preservation of the Cultural Property of Nikko Nisha Ichiji.
Ryoichi Kawamo attended to the restoration of the door painting of the Thirty-six Immortals 
of Poetry painted on the doors at Nishi-Honganji’s Flying Cloud Pavilitoin, Hiunkaku, and the 
reproduction of wall paintings at Nijo Castle Ninomaru Palace, among others. 
Related cultural properties
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Manufacture of model buildings
Holder of the technique
Yasuhiro Wada (Certified in 1994, decertified in 2007) [Hyogo]  
Description of the technique
This is the technique of manufacturing models of cultural property buildings.
Not only the outside of the cultural property building, but also models that are built with 
attention to accuracy and detail to the existing structure and tsugite (the method of joining parts in 
the direction along the grain or point), shiguchi (the method of joining parts at an angle or point), 
or those using traditional woodworking skills are beneficial to the conservation and repair of 
buildings. For example, when repairing a building that has been damaged due to a disaster, the shape 
and structural techniques are more specific than drawings or photos, giving the most important 
information needed. Also, the existence of the model not only shows the original cultural property 
building, but also gives strong clues regarding conservation repair on other structures from the same 
age.
In addition, understanding and familiarizing cultural property buildings through models is an 
effective means of conserving cultural properties. 
Advanced and delicate skills, along with a deep understanding of cultural property building are 
required when producing accurate models. However there are very few people who have acquired 
this skill at a high degree and there is a need to educate successors to pass on the technique. 
However, currently there are no certified holders of this technique.
About the technique holder
Raised in a family of shrine carpenters, Yasuhiro Wada had been involved in the restoration of 
cultural properties as a shrine carpenter as well, but in 1966 he switched to the field of manufacturing 
model buildings. Later, with his younger brother Yuko, he engaged in manufacturing models of 
Heijo Imperial Palace Corridor, Yakushiji West Pagoda and Kondo (Main Hall), Bucheon Buddhist 
Monastery (South Korea), Imanishi Family House, Konjiin Toshogu, House of the Hakogi Family, 
Former Hanada Family Banya, Jodoji Jododo, House of the Furui Family, Jishoji Ginkakuji, Chojuji 
Main Hall, and Todaiji South Gate, among others.   
Related cultural properties
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Manufacture of boxes made of paulownia 
wood for storing arts and crafts
Holder of the technique
Yuichi Maeda (Yusai Maeda) (Certified in 1979) [Kyoto]
Shigeo Osaka  (Certified in 2014) [Tokyo]
Yoshihiro Ueda (Certified in 1981, decertified in 1997) [Tokyo]
Description of the technique
Often in Japan, storage containers made of paulownia have been traditionally used to preserve 
books and crafts. Because the paulownia by nature gradually adapts to changes in temperature and 
humidity outside the box, it is extremely effective in preserving and maintaining arts and crafts in a 
stable environment. When repairing arts and crafts, boxes to conserve them are also created in order 
to store them. Production of containers such as boxes made of paulownia requires carefully chosen 
materials as well as accurate and skilled cabinetmaking (sashimono).  
About the technique holder
As a seventh generation Kyoto cabinetmaker (sashimonoshi), Yuichi Maeda has manufactured 
boxes made of paulownia wood to contain arts including painted hand scrolls such as national 
treasure Shingisan Engi Emaki and national treasure Heike Nokyo Sutra.
Shigeo Osaka studied under his third generation father Shigetaro Osaka, who had inherited the 
traditions of Edo sashimonoshi, and devoted himself to the family business of making boxes for 
scrolls and other arts. Through this, he mastered the traditional skill of manufacturing boxes made 
of paulownia wood to store arts and crafts.
Yoshihiro Ueda succeeded Bokujodo that his father had started and took part in the production of 
boxes to hold the long swords at Kasuga Taisha.
     
Related cultural properties
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Restoration of lacquerware
Holder of the technique
Kenichi Kitamura (Shosai Kitamura) (Certified in 1994) [Nara]
Kyuzo Kitamura (Daitsu Kitamura) (Certified in 1976, decertified in 1992) [Nara] 
Description of the technique
Lacquerware has a long history in Japan, going back to the Jomon period, from when artifacts 
have been found. During the Asuka and Nara periods, there was Chinese influence and to this day, 
various types of lacquer work and decorative techniques have developed. Makie, with early examples 
from the Nara period, is decorated by attaching gold power to the surface of the container with the 
adhesion of lacquer. This became popular from the Heian period on, becoming the most important 
decoration technique unique to Japan, leaving a significant number of examples today. In addition, 
the inlay (raden) using yakogai (great green turban) and other shells to decorate the lacquerware 
is a technique that came from the Tang during the Nara period. Numerous examples remain in the 
Shosoin Repository and continue to convey that it was the mainstream decoration next to makie after 
the Heian period as well.
When repairing lacquerware, it is impossible to properly work it without fully understanding the 
characteristics of the manufacturing technique including the material of each era and the decorating 
techniques such as makie and raden. In addition, because the lacquerware has deteriorated over many 
years after production and because it has various aspects, proper judgment and advanced technology 
based on extensive knowledge of manufacturing techniques and materials along with abundant repair 
experience are required. 
About the technique holder
Kenichi Kitamura was engaged in the conservation repair and restoration replication of Shosoin 
Repository lacquer treasures (Gigaku masks), national treasure Aki-no-shika Maki-e Tebako (“deer 
in autumn field” decorated lacquer box) at Izumo Taisha and others. 
Kyuzo Kitamura attended to the repair of lacquer treasures at Shosoin Repository and numerous 
other cultural properties.
   
Related cultural properties
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Restoration of lacquerware (raden)
Holder of the technique
Teruzaburo Kataoka (Kakou Kataoka) (Certified in 1976, decertified in 1977) [Chiba] 
Description of the technique
Lacquer artifacts can be seen from as far back as the Jomon period. Various lacquerware and 
decorative techniques developed during the Asuka and Nara periods under Chinese influence and 
are still enjoyed today. Among them, raden, made by cutting green turban and other seashells and 
inlaying them on the lacquer is a decorating technique that came from Tang China during the Nara 
period. Numerous relics were inherited at Shosoin and even after the Heian period continue to relay 
their tradition as mainstream ornaments following makie gold lacquer. 
Lacquerware cannot properly be repaired and restored without the full understanding of the 
characteristics of the materials and manufacturing techniques of each era. Also, because of all the 
different aspects of fatigue deterioration over a long period of time after production, proper judgment 
and advanced skills based on extensive knowledge of manufacturing techniques and materials and 
rich repair experience are required. However, currently there are no holders of the technique of 
restoring raden lacquerware.
About the technique holder
Teruzaburo Kataoka (Kakou Kataoka) became apprentice to Iccho Kawanobe, professor at Tokyo 
University of the Arts, and began creating the raden pattern. In 1912 he decorated the inside of the 
Taishio Emperor and Empress’ imperial rail car as well as the circumference of the mirror in their 
dining car with raden (shell and ivory) inlay. In 1914 he was appointed lecturer of raden sculpting 
at the Tokyo University of the Arts, Japanese Lacquer Department, where he worked until 1943. 
For Ise Shrine’s Shikinen (reconstruction) ceremony in 1929 he prepared ginhyomon (silver) and 
kumotorimon (cloud and bird) writings on the ogushibako (lit. hair box) and the sacred treasure 
rokurobako (lit. lathe box) under the supervision of the Jungu Shicho (shrine secretariat). In 1957, 
at the request of the Cultural Properties Protection Committee, he compiled a record of raden 
techniques. 
Related cultural properties
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Manufacture of fittings for mounting
Holder of the technique
Mitsuo Takada (Certified in 1995) [Kyoto]
Mitsuo Yamagishi (Certified in 1996) [Tokyo]  
Description of the technique
Selected preservation techniques for manufacturing lining paper (misugami, udagami), repair 
paper, necessary for the mounting of calligraphic works and storages boxes have already been 
chosen.
However, there are peripheral techniques that support the mounting and decoration of the 
calligraphic works. These include large-sized cypress work boards called ba-ban that are 
indispensable for everyday work and framework/outer frames for folding screens, fusuma doors, and 
enclosing walls; in other words manufacturing techniques of display fittings that are very important.
The honshi (main work) of calligraphic works passed on in forms such as folding screens and 
fusuma doors are only ready to be stored in good condition when they are set up on framework 
with frames that are put together perfectly without the slightest miscalculation. Especially with 
these relics that have been passed down as indoor décor in Japan where the humidity levels change 
dramatically, every time a repair is necessary, the framework and frame need to be renewed. Even 
an outstanding artisan who handles an extensive amount of decorating completely relies on and is 
supported by expert craftsmen of mount fittings to manufacture the basic framework and final outer 
frame of folding screens and fusuma. 
In order to properly pass down traditional repair techniques, this mount fitting manufacturing 
technique is indispensible and there is a demand for this to be chosen as a selected preservation 
technique for aggressive preservation and inheritance.  
About the technique holder
Both Mitsuo Takada and Mitsuo Yamagishi are involved in the production of fittings for 
mountings for the Association of Conservation of National Treasures.    
Related cultural properties
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Manufacture and repair of ancient 
decorative metalwork
Holder of the technique
Sotaro Kanae (Soukan Kanae) (Certified in 1977, decertified in 2006) [Kyoto]    
Description of the technique
Decorative metalwork is used quite extensively in the field of crafts, on traditional Japanese crafts, 
and mountings for calligraphic work (Buddhist paintings, screens), as well as on miniature shrines 
and portable festival shrines. Because decorative metalwork has strong ornamental properties 
as such, repairs and new replacements require a broad knowledge of ancient art and superior 
technology. However, metal craftsmen who have an interest in repair are rare. Restoring traditional 
crafts and calligraphic works requires repairing decorative metalwork and making new replacements 
and the succession of this technique is in demand. However, currently there are no certified holders 
of this technique. 
About the technique holder
Sotaro Kanae has been involved in repairing Todaiji collection metalwork and decorative 
metalwork at the Katsura Imperial Villa (Katsura Rikyu). He has also made metal fittings for sliding 
doors, such as handles and nail covers.     
Related cultural properties
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True indigo dyeing
Holder of the technique
Yoshio Mori (Certified in 1996) [Shiga]
Uichi Mori (Certified in 1979, decertified in 1987) [Shiga]  
Description of the technique
The main material used for traditional Japanese calligraphic works is often paper or silk, that are 
susceptible to the influence of temperature and humidity changes of the four seasons. Therefore, 
many of them – such as scrolls, hanging scrolls, and folding screens – have been passed down to 
this generation with various forms of decoration. In order to maintain and preserve these decorated 
cultural properties for future generations, it is necessary to repair them at a cycle of every 50 to 100 
years. Selected preservation techniques for lining paper (misugami, udagami), repair paper, textiles, 
and storage boxes necessary for mounting such calligraphic works have already been chosen.
Various textiles such as gold brocade, twill weave, sha gauze, and ran silk, are used on the 
mountings of these calligraphic works, but one of the most important dyeing methods for these is 
true indigo dyeing. In addition, many decorative sutras made on navy blue paper have been made 
over the years, from the Golden Light Sutra in gold writing on navy blue paper in the Nara period to 
the Lotus Sutra of the Edo period and the nationally designated cultural properties alone amount to 
enormous volumes. To repair and restore these relics, navy blue paper is absolutely necessary.
The true indigo dyeing technique to dye these textiles and paper is indispensible for the repair of 
calligraphic works. However, craftsmen who do traditional true indigo dyeing are rare, and finding 
craftsmen who can cooperate with repairing decorations (sōkō) is extremely difficult. For this 
reason, there is a demand to have true indigo dyeing chosen as a selected preservation technique for 
aggressive preservation and inheritance.  
About the technique holder
Yoshio Mori is the only craftsman who has cooperated with the Association for Conservation of 
National Treasures in indigo dyeing for the outfitting of important cultural property Lotus Sutra 
written in gold on blue paper and national treasure Ippen Shonin Eden (Pictorial biography of the 
monk Ippen), among others.
Uichi Mori was especially good at dyeing Japanese washi paper. He created the ichimatsu aizome 
(checkered indigo paper) for the fusuma sliding doors and wallpaper at Katsura Rikyu and was in 
charge of the indigo dyeing of the checkered paper for the musomado akari shoji (paper door for the 
ventilation window) of the Rensui room in the new imperial palace. 
Related cultural properties
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Restoration of woodwork
Holder of the technique
Hiroshi Sakurai (Certified in 1997) [Saitama] 
Description of the technique
Many of the cultural properties of Japan are a combination of various materials typified by lacquer 
and decorative metal fittings on wood. To restore cultural properties of such composite materials, a 
wide range of technologies that are in line with traditional restoration methods such as lacquer, glue, 
and metalwork based on the technique of manufacturing wooden products is required. For these 
reasons, traditional and extensive woodwork restoration technology has been determined a selected 
preservation technique.   
About the technique holder
Hiroshi Sakurai restores woodworking products such as the important cultural properties such as 
coffin and burial accessories inside the shumidan (dias for Buddhist image) at the Chusonji Golden 
Hall, and Analects of Confucius Shohei version printing blocks. He also holds technologies of 
restoring archeological material, mainly metal products and creating wooden bases suitable for their 
preservation.   
Related cultural properties
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Manufacture of pounding brushes 
(uchibake) for mounting
Holder of the technique
Genjiro Fujii (Certified in 1998) [Kyoto]  
Description of the technique
The process of hitting the backing paper with a pounding brush to restore mountings for 
calligraphic work is indispensible work in order to bring the backing paper into close contact with 
the main paper to further strengthen the backing paper, so brush hairs must be firm and durable, 
while at the same time, flexible. Acquiring the technique of manufacturing this pounding brush 
requires rigorous practice and abundant experience. As a result, only a small number of craftsmen 
currently manufacture uchibake pounding brushes that are used to restore calligraphic works 
designated as national treasures and important cultural properties. Protection of the technique for 
manufacturing uchibake pounding brushes for mounting must begin immediately and has been 
determined a selected preservation technique.  
About the technique holder
Genjiro Fujii is the pounding brush manufacturer of the brushes used by the Association for 
Conservation of National Treasures, who also provides these brushes for museums overseas.   
Related cultural properties
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Restoration of armor
Holder of the technique
Masami Ozawa (Certified in 1998) [Tokyo]
Saburo Makita (Certified in 1976, decertified in 1993) [Tokyo] 
Description of the technique
Japanese armor is composed of different materials such as iron, gold copper, leather, silk thread, 
and lacquer. To repair the fatigue deterioration and remarkable damage of cultural properties caused 
in the process of handing it down from generation to generation requires a high level of technology 
regarding each material, while it is necessary to make the most of the original manufacturing 
materials. In addition, the repair must be carried out with a familiarity of the material, technique, 
composition of the armor of each era, including iron repair, odoshi (leather strap binding the armor 
plates and braided cloth) technique, dye preparation, knotting techniques for each part, and assembly 
configuration.
Currently, there is only one person in Japan repairing the armor of national treasures and 
important cultural properties.
About the technique holder
Masami Ozawa is now the only restorer of armor related to national treasures and important 
cultural properties. 
As an armorer Saburo Makita engaged in repairing armor of many national treasures and 
important cultural assets. He handed down his techniques to Masami Ozawa.
    
Related cultural properties
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Crafting of karakami wall papers
Holder of the technique
Kenkichi Senda (Certified in 1999) [Kyoto]
Chojiro Senda (Certified in 1987, decertified in 1996) [Kyoto]  
Description of the technique
Karakami paper is processed paper made by adding patterns with mica and paint using the 
woodblock printing technique. In ancient times it was originally imported from China but by the 
Heian period production began in Japan and became widely used as the outer paper for sliding 
fusuma doors and walls. In modern times various patterns distinguishing preference were prepared, 
create unique living spaces. 
Its use for arts and crafts is not limited to waka paper to hold the traditional poems but is also 
often used as book covers and on backs of folding screens. Karakami paper and its use symbolize 
part of the traditional culture of Japan. Quality karakami paper is indispensible for conservation 
repair of architecture, arts, and crafts.
In the Edo era, there were 13 karakami manufacturers in Kyoto but by the Meiji period there were 
only a few, and in the Taisho era most of them were forced to close down. Today, only the Senda 
family remains.    
About the technique holder
Kenkichi Senda has been involved in the manufacture of karakami paper used in the lining to 
repair folding screens and was engaged in the restoration production of karakami paper used for the 
fusuma doors and enclosing walls of important cultural property Nijo Castle Honmaru Palace and 
Katsura Rikyu.
Chojiro Senda took part in the work of many cultural properties such as Katsura Rikyu and 
Shogakuin Rikyu. The “Kyo Karakami Collection” that he created has become a sort of bible, 
indispensible for manufacturing karakami paper.
 
Related cultural properties
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Manufacture of brushes (hake) for 
mounting
Holder of the technique
Kazuki Nishimura (Certified 2004) [Kyoto]
Shigemi Tanaka (Certified 2010) [Chiba] 
Description of the technique
Brushes for decorating (sōkō) techniques are used to restore cultural properties to shape and 
line the paper and silk that they are made of by applying water or glue. The brushes are roughly 
categorized into water brushes, paste brushes, tsukemawashi joining brushes, nadebake soothing 
brushes, and uchibake pounding brushes, depending on their use. Different kinds of animal hair 
(of goat, horse, deer, etc.) are used to tailor the brushes to be suitable for each use. Other than the 
pounding brush, these brushes must quickly and uniformly apply materials without any unevenness, 
blotting, streaking, and so on, in accordance with the concentration of glue and the thickness of the 
paper. For this reason, careful and intricate manual work and skilled techniques are required when 
manufacturing the brushes.
Because it takes many long years of apprenticeship through harsh experiences to master the 
technique of brush making, there are not many successors and only a few skilled craftsmen 
nationwide.   
About the technique holder
Kazuki Nishimura engages in manufacturing brushes for mounting as the eleventh generation 
successor of Kyoto’s Nishimura Yahee Shoten. This brushes support the restoration of cultural 
properties at the Association for Conservation of National Treasures.
Shigemi Tanaka became an apprentice to his father Shigejiro to acquire the manufacturing 
techniques. Presently he is the leading master of Edo brush manufacturing for mounting. His brushes 
are used at the Association for Conservation of National Treasures and support the restoration of 
cultural properties.
   
Related cultural properties
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Manufacture of ancient textiles (such as 
gold brocade) for mounting
Holder of the technique
Kenji Hirose (Certified 2007) [Kyoto]
Toshio Hirose (Certified 1977, decertified 2004) [Kyoto]  
Description of the technique
Mountings for Japanese calligraphic works are decorated with various types of fabric such as 
gold brocade, nishiki weave, twill weave, ran silk, sha gauze, and donsu satin damask, with deep 
consideration of the meaning, form, and era that the work was created. These mounting textiles are 
woven in Kyoto’s Nishijin district between regular fabric production. However, recently the patterns 
of these textiles for ancient art mounting are not as attractive and their quality is deteriorating. For 
this reason, textiles used to mount national treasure and important cultural properties are specially 
ordered to maintain the ancient beauty and its quality, but those who will take these orders and 
produce excellent textiles are very rare.   
About the technique holder
Kenji Hirose succeeded the technique from his father Toshio Hirose and engaged in the restoration 
production of ancient textiles and worked on the national treasures Yamagoe Amida-zu (Amida 
Coming Over the Mountain) and the Hikone Screen.
Toshio Hirose is a textile craftsman of a Kyoto family that succeeded for three generation and one 
of the few technicians who wove gold brocade and ancient textiles.
  
Related cultural properties
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Manufacture of handmade washi paper for 
mounting (repair paper)
Holder of the technique
Eikan Ebuchi (Certified in 2007) [Kochi]
Toshio Inoue (Certified in 1994, decertified in 2004) [Kochi] 
Description of the technique
To repair traditional writings and paintings (decoration), washi Japanese paper that resembles all 
different types of paper is indispensible as repair paper to restore the defective parts of various types 
of honshi (main work) from each era. Until now, in consideration of the nature of the items needing 
repair, it was often necessary to procure old paper from the Edo period and following eras. However, 
there is a limit to the availability and in recent years repairing old documents and such inevitably 
require a large amount of repair paper at one time.
For this reason, with traditional hand-made washi paper manufacturing techniques, there will 
become a need for restoration and manufacturing techniques for repair paper that can meet various 
demands such as the type, thickness, fine grain size, presence or absence of gloss, and so on, that is 
compatible with a wide variety of paper.    
About the technique holder
With a wide range of technology and abundant experience, Eikan Ebuchi responds to various 
demands for repair paper.
Toshio Inoue manufactured handmade washi paper for mounting for many years and had advanced 
technical ability to tailor the color and thickness of the paper for example, to the object being 
restored.
Related cultural properties
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Manufacture of handmade washi paper for 
mounting (misugami)
Holder of the technique
Ryoji Uekubo (Certified in 2009) [Nara]
Shoichi Uekubo (Certified in 1977, decertified in 2006) [Nara]  
Description of the technique
Calligraphic hanging scrolls have become formulated over many years of experience and currently 
it has become common to line them with three or four layers of minōgami (hadaura or first paper 
lining), misugami (nakaura, or inner lining and sometimes final lining) and udagami (sōura or final 
lining).
Misugami is handmade washi Japanese paper that has been kept in the Yoshino district of Nara 
prefecture for a very long time. It uses kōzo (hybrid mulberry wood) as raw material, which is 
mixed with the local specialty hakudo (fine white clay) and gohun (shell powder). The method 
of manufacturing is not very different from udagami, but it is spread onto a board immediately 
after it is made (to dry in the sun) so it is thin with a rough texture. It has excellent flexibility and 
compatibility with glue so is indispensible as washi paper for mounting (nakaura or inner layer use).
However, in recent years, there has been a sharp decline in the number of handmade washi paper 
manufacturers who produce high quality misugami and there is a fear that there will be a shortage 
for important cultural property mounting. There is a need to aggressively preserve and pass on the 
misugami manufacturing technique.  
About the technique holder
Ryoji Uekugo mastered the traditional skills under his father Shoichi. His misugami has a 
reputation for its excellence. He has engaged in restoring and mounting numerous calligraphic works 
that are national treasures and important cultural properties.     
Related cultural properties
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Manufacture of handmade washi paper for 
mounting (udagami)
Holder of the technique
Masayuki Fukunishi (Certified in 2015) [Nara]
Toraichi Fukunishi (Certified in 1976, decertified in 1978) [Nara]
Hiroyuki Fukunishi (Certified in 1978, decertified in 2014) [Nara] 
Description of the technique
Handmade washi Japanese paper for mounting (udagami) is handmade washi paper that has been 
made in the Yoshino district of Nara prefecture for a very long time. It uses kōzo (hybrid mulberry 
wood) as raw material, which is mixed with the local specialty hakudo (fine white clay) and is robust 
while at the same time has properties of flexibility and storability and stable with no stretching or 
contraction, making it suitable for mounting. As handmade Japanese paper for mounting, there is no 
replacement for udagami because it has truly purposeful attributes as backing paper that supports 
the entire mounting.
Currently, the only people that are carrying on this traditional technique of handmade washi paper 
for mounting (udagami) are the few households that remain in Yoshino. With the demand drastically 
declining due to large changes in architectural styles resulting in an increase in homes without 
decorative alcoves, it has become difficult to pass on the inheritance of this technique. 
About the technique holder
As the sixth generation handmade washi paper craftsman of the Fukunishi family that has 
continued since the Edo period, Masayuki Fukunishi succeeded the technique from his father 
Hiroyuki. Devoted to wood ash boiling while paper striking and sun-drying, he protects traditional 
udagami production with strict adherence. 
While working with his son Hiroyuki to pass on the techniques as a handmade washi paper 
craftsman of the Fukunishi family, Toraichi Fukunishi conducted research on lime boiling without 
using chemicals.
   
Related cultural properties
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Conservation technique for cultural 
property stone walls
Holder of the technique
Junji Awata (Certified in 2012) [Shiga] 
Description of the technique
Cultural property ishigaki conservation is a technique to dismantle and repair ishigaki (foundation 
stone walls) and ishizumi (stone masonry) remains such as castle ruins designated as historic sites. 
In order to carry out accurate repair and restoration, it is necessary to precisely grasp the state 
of the stone wall, precisely specify the scope of dismantling, and carefully follow the process 
from dismantling to rebuilding. Furthermore, each step of the process from procurement, cutting, 
and finishing the stone materials requires not only a great amount of patience, but also advanced 
technology and extensive experience.
The conservation technique of ishigaki and ishizumi remains, such as castle ruins designated 
as historic sites is an important technique to assure that the intrinsic value of the historic sites are 
passed on to following generations. Traditional technological refinement is essential for highly 
accurate repair and the like. It is also important to research and revive the traditional ishigaki 
preservation technology that is no longer in use. 
As such, the conservation technique for cultural property dry stone walls is indispensable for 
repairing ishigaki and ishizumi such as castle at ruins designated as historic sites. This technique 
must be preserved and passed on.   
About the technique holder
Junichi Awata received the guidance of his father Makizo and attended to repairing the ishigaki 
stone foundation walls of the Azuchi Castle ruins and Shinoyama Castle ruins. Later, he succeeded 
his father and engages in stone masonry as a master carpenter of laying stone walls using mostly 
unprocessed natural stones known as Ano Zumi.  
Related cultural properties
Monuments (historic sites)
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Crafting of drumheads for otsuzumi drums 
used in Nohgaku
Holder of the technique
Yukihiko Kimura (Certified in 1976) [Nara]
Description of the technique
The otsuzumi hip drum is an indispensable instrument for Nohgaku performances, along with the 
flute, kotsuzumi shoulder drum and taiko drum. The technique of playing the otsuzumi is designated 
an Important Intangible Cultural Property. Circular leather drumheads are attached to the ends 
of the body of the otsuzumi by a set of ropes called shirabeo. As heat is applied to the drumheads 
immediately before a performance, the drumheads wear easily, and are thus in large demand. 
However, original horsehide (the hide of packhorses two to three years in age) that is used for 
drumheads have become difficult to obtain, and quality drumheads that Noh performers (otsuzumi 
players) used to be able to obtain previously are now hard-sought items.
Maintaining the tradition of this leather crafting technique is of vital importance to the 
preservation and promotion of the meticulously refined art of Nohgaku.
About the technique holder
Mr. Yukihiko Kimura was born to a family that engaged in the crafting of leather for otsuzumi 
used by Noh musicians since the Ashikaga Period (ca. 1400 – 1600), and inherited the technique that 
was passed down as a family secret, from the father to only one of his sons. 
Related cultural properties
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Crafting of kotsuzumi drums and 
drumheads for Nohgaku
Holder of the technique
Masayuki Suzuki (Certified in 2005) [Aichi] 
Isokichi Suzuki (Certified in 1978; de-certified in 1983) [Aichi]
Description of the technique
The kotsuzumi shoulder drum is an indispensable instrument for Noh performances. It is also 
used in traditional Japanese music, including the nagauta musical accompaniment for Kabuki and 
occasionally in folk performing arts, such as the manzai celebratory performance that has been 
passed down through the generations throughout Japan. The drum is thus an essential instrument for 
the preservation and succession of Nohgaku and other such traditional performing arts in Japan, but 
the tradition of the age-old technique of crafting and restoring the drum is in danger of ceasing, due 
to social changes that have made it difficult to obtain raw materials of good quality and to secure 
successors.
The body of the Nohgaku kotsuzumi is said to withstand long years of use. It is also said that its 
leather drumheads will normally produce the true sound of the drum only after it is used for several 
years, and will thereafter withstand tens of years of use. However, in recent years, the need to repair 
the leather has increased, possibly due to the drums being performed in air-conditioned venues and 
exposed to sudden changes in humidity. In accordance with the location and extent of damage to the 
leather, restoration involves the same or greater trouble and careful work as applying new leather.
As described above, the technique of crafting and repairing the Nohgaku kotsuzumi requires long 
years of discipline to acquire the advanced skill needed to satisfy the stringent needs of dedicated 
kotsuzumi performers, but there are extremely few skilled craftsmen today who fit the bill.
About the technique holder
Mr. Masayuki Suzuki took after his father, Isokichi, as a kotsuzumi maker and restorer, and 
engages in the entire process of hollowing out the body, applying the lacquer finish, and crafting and 
assembling the leather drumheads.
Mr. Isokichi Suzuki, Masayuki’s father, engaged in reproducing the technique of hand-sculpting 
the body of kotsuzumi drums as the third generation of a family of kotsuzumi makers and restorers 
that continued since the Meiji Period (ca. late 1800 – 1900). He is also known as a collector of 
traditional kokeshi dolls, under the name of Kodo.
Related cultural properties
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Manufacture and repair of nohkan (Noh 
flute)
Holder of the technique
Hoju Hayashi (Certified in 1978, decertified in 2013) [Ishikawa]
Description of the technique
Nohkan is a Japanese cross flute. It is used not only in Noh, but also in kabuki and yose bayashi 
(rakugo theater music), and Gion bayashi (Gion Festival music). Like the dragon flute used in 
Gagaku, the nohkan is made of medake (simon bamboo). Dry soot-colored bamboo is used. In 
some cases, bamboo is cut lengthwise and turned inside out so that the hard part is facing inwards. 
Thick lacquer is applied to the inside of the flute and the outside is bound with strips of cherry bark 
(kabamaki) and a tapered tube is used as a whole. 
Manufacturing the nohkan a skill that is indispensible in preserving Noh, an important intangible 
cultural asset. However, currently there are no certified holders of this technique. 
About the technique holder
Under the influence of his father, who had great knowledge of Gagaku, Hoju Hayashi was familiar 
with Japanese music since childhood. Much of the technique of Noh flute production was kept secret, 
which left many unclear points. However, Hayashi was able to reveal the previously unknown in his 
examination using the X-ray, thus pioneering the way to his own style of Nohkan manufacturing. 
While engaged in the manufacture and repair of Nohkan, he was also active as a flute player of the 
Morita school.
Related cultural properties
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Manufacture and repair of Noh masks
Holder of the technique
Kinshiro Nagasawa (Certified in 1979, decertified in 2003) [Shizuoka]  
Description of the technique
Noh masks are masks used in Noh and parts of Kagura dance performances and are influenced 
by Gigaku (ancient pantomime) and Maigaku (court music) masks. They are roughly divided into 
five categories – the gods, the elderly, demons, men, and women. Female, young boy, and adolescent 
masks, with the exception of a few, have thick white makeup, painted eyebrows, and blackened teeth 
– all remnants of the era in which Noh was established. 
The manufacture and repair of Noh masks is a skill that is indispensible in preserving Noh, 
an important intangible cultural asset. However, currently there are no certified holders of this 
technique.  
About the technique holder
Kinshiro Nagasawa (Ujiharu Nagasawa) mastered the art under his master Seigo Tachibana. He 
also worked on repairing old masks used in Kyoto’s Mibu Kyogen and Chusonji Temple in Hiraizumi. 
Related cultural properties
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Crafting and restoration of wind 
instruments for Gagaku music
Holder of the technique
Zen’ichi Yamada (pseudonym Raizen Yamada) (Certified in 2009) [Kyoto] 
Takemasa Yawata (Certified in 2004) [Kyoto] 
Kin’ichiro Kikuta (Certified in 1976; de-certified in 1989) [Aichi]
Sentaro Yamada (pseudonym Raisen Yamada) (Certified in 1976; de-certified in 1996) [Kyoto] 
Yasuhiko Fukuda (Certified in 1976; de-certified in 2004) [Kyoto]
Description of the technique
Gagaku has a tradition that goes back more than a thousand years, and is the oldest traditional 
performing arts in Japan. In addition to the Gagaku that is performed by the Imperial Household 
Agency and designated an Important Intangible Cultural Property, Gagaku is also passed down by 
large shrines and temples throughout Japan, such as the Shitennoji Temple and Kasugataisha Shrine. 
Consisting of song and dance, it is a precious performing art that has garnered worldwide attention 
for its lingering vestiges of foreign music that was introduced to Japan from Korea, China, Vietnam, 
and other such neighboring countries around the 8th century.
The sho, hichiriki, ryuteki, komabue, and kagurabue are wind instruments that make unique 
sounds as an integral part of Gagaku music. However, there are extremely few people who are able 
to craft and restore these instruments today. Furthermore, the difficulty in obtaining smoked bamboo 
for the pipes of the instruments and other such materials, and the lack of successors today, are 
threatening the maintenance and preservation of the traditional technique of crafting and restoring 
Gagaku wind instruments.
About the technique holder
Mr. Zen’ichi Yamada studied Gagaku in the Music Department of the Imperial Household Agency, 
and Mr. Takemasa Yawata acquired the “bamboo-splitting” technique before engaging in the crafting 
and restoration of Gagaku wind instruments. Mr. Kin’ichiro Kikuta has crafted Gagaku instruments 
as the owner of the Kikuta Gagaku Instrument Shop, as well as many kagura and hayashi flutes that 
are used in regional rites and festivals, such as in Owari. 
Mr. Sentaro Yamada engaged in the crafting of three different types of wind instruments including 
sho, hichiriki, and Gagaku flutes. 
Mr. Yasuhiko Fukuda was formerly an employee of a drug company but quitted his job to become 
a craftsman of Gagaku flutes to devote his life.
Related cultural properties
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Crafting and restoration of string instruments 
(wagon & soh) for Gagaku music
Holder of the technique
Mr. Makio Ogawa (Certified in 2014) [Tokyo]
Description of the technique
The crafting and restoration of string instruments (wagon & soh) for Gagaku music refers to the 
technique of crafting and restoring wagon and soh, which are instruments indispensable for the 
performance of the Important Intangible Cultural Property of Gagaku music. Wagon is a six-stringed 
instrument that existed since ancient Japan, and is used to perform Kuniburi-no-utamai dances, 
such as Kagura-uta and Kume-uta songs. Soh is a thirteen-stringed instrument that is mainly used in 
orchestral music.
The crafting of wagon and soh involves diverse processes, from the selection of materials to the 
crafting of the body and various elements, and is highly complex. Moreover, as each part is made 
of a wide variety of different materials, the crafting and restoration of Gagaku string instruments 
(wagon & soh) requires advanced skills to assess the optimal material for each part, and to process 
each part based on a full understanding of the properties and characteristics of each material. In 
this way, the crafting and restoration of string instruments (wagon & soh) for Gagaku music is an 
essential technique for the preservation and succession of the Important Intangible Cultural Property 
of Gagaku music. 
About the technique holder
Mr. Makio Ogawa apprenticed to his father as the eldest son of Ogawa Musical Instrument Shop, 
which undertook the crafting and restoration of soh, and devoted himself to the family business upon 
graduating from university. Under his father’s strict teachings, he developed his skills and acquired 
the necessary skills for crafting the soh, and inherited the job of restoring, stringing, and tuning the 
wagon and soh of the Gakubu Section of the Shikibushoku Department in the Imperial Household 
Agency. He now crafts wagon and soh for the Imperial Household Agency. Mr. Ogawa’s authentic 
skills backed by experience and knowledge have been highly acclaimed by holders of the Important 
Intangible Cultural Property of Gagaku and other Gagaku performers, and have earned him requests 
from the Gakubu Section of the Shikibushoku Department in the Imperial Household Agency, as 
well as from temples, shrines, and private Gagaku performance groups.
Related cultural properties
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Wig styling for Bunraku puppets
Holder of the technique
Shoji Nagoshi (Certified in 2002) [Osaka] 
Description of the technique
Wig styling for Bunraku puppets is the art of creating and attaching a wig to the head of Ningyo 
Joruri Bunraku puppets to match their respective roles and fixing their hairdo. The wigs of Bunraku 
puppets are made by combining hairpieces that are made for each part—roughly, the top front of 
the head, the bin (sides), the tsuto (back bulge), and mage (topknot). The wig is attached to the head 
before the hair is styled. There are as many as 120 different types of basic hairstyles. They are styled 
according to the status and age of each role, as well as to the preference of the puppeteer, and are 
finished with an assortment of combs and other hair accessories, and even hoods.
About the technique holder
Mr. Shoji Nagoshi has been in charge of styling wigs for Bunraku puppets for many years at the 
National Bunraku Theater. He has retired from the theater, but now applies himself to mentoring 
successors.
Related cultural properties
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Manufacture and repair of Bunraku dolls 
(heads)
Holder of the technique
Takeo Oe (Minosuke Oe) (Certified in 1976, decertified in 1997) [Tokushima]  
Description of the technique
This is the technique of manufacturing heads of dolls used in Bunraku ningyo joruri, or traditional 
Japanese puppet theater. The head is carved out of one block of Kiso Hinoki cypress. A mechanism 
to move the eyes and eyebrows is built into the inside of the head and a whale’s tooth is used for the 
spring. On the surface of the mask, chalk dust (pigment made with powdered shells) is mixed with 
glue for the undercoat, which is topped with bengara, a red earth pigment made mostly of iron oxide. 
Reddish smudges are added around the eyes and between the eyebrows to give energy to the doll’s 
facial expression. This action of adding momentum is called kioi-ire. Finally, the eyes are drawn in, 
lips and eyes accented with deep red, and eyebrows made from yak hair pasted on.
The manufacture and repair of Bunraku dolls is a skill that is indispensible in preserving Bunraku 
ningyo joruri, an important intangible cultural asset. However, currently there are no certified 
holders of this technique.   
About the technique holder
Takeo Oe was the second son born to a doll maker in Tokushima Prefecture. In 1930 he entered 
the Osaka Bunraku Theatre as an apprentice puppet maker where he was later appointed fourth 
generation Minosuke Oe. Most of the dolls heads used in Bunraku today are his creations.       
Related cultural properties
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Shamisen (futozao size) skin replacement 
repair
Holder of the technique
Morio Nakamura (Certified in 1977, decertified in 1986) [Osaka] 
Description of the technique
This is the repairing technique of replacing the skin that covers a shamisen. This method of 
stretching the skin of a dog or a cat after it is soaked in water for a long time to cover the instrument 
is called mizubari, or water mounting, and is a traditional skill passed down from the Edo period. 
This method creates a wonderful tone but is fragile and requires excellent skills. 
Shamisen ( futozao) skin replacement repair is a skill that is indispensible in preserving the 
important intangible cultural asset Bunraku ningyo joruri and other traditional performance arts. 
However, currently there are no certified holders of this technique.  
About the technique holder
Morio Nakamura started out as an apprentice in carpentry, the family business, but in 1929 started 
studying the skill of stretching skin on a shamisen under his eldest brother Nobukichi. After that, 
he spent half a century mounting skin onto futozao (thick necked) shamisen used in performing arts 
such as Bunraku and Gidayu.   
Related cultural properties
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Manufacture and repair of shamisen necks 
(futozao)
Holder of the technique
Sukesato Amano (Certified in 1977, decertified in 1998) [Osaka]  
Description of the technique
The shamisen neck has three thicknesses – hosozao (thin), chuzao (medium), and futozao (thick). 
The futozao is used for stage performances such as Bunraku and Gidayu. Shamisen production in 
Osaka is divided by section and special craftsmen are in charge of making the necks. The process of 
neck building includes everything from placing the pattern on the material measure the dimensions 
called kidori, tsugitate, which is joining the three separate parts of the neck, tenjin crafting, which 
is making the flexed tenjin (shrimp tail) head, and nakagotate, where the core bar is carved and 
connected to the neck, to finishing by polishing and lacquering, or shitate. 
Manufacturing and repairing shamisen necks (futozao) is a skill that is indispensible in preserving 
the important intangible cultural asset Bunraku ningyo joruri and other traditional performance arts. 
However, currently there are no certified holders of this technique.  
About the technique holder
Sukesato Amano spent many years manufacturing necks for futozao (thick necked) shamisen used 
in performing arts such as Bunraku and Gidayu.   
Related cultural properties
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Hairstyling for Kabuki theater
Holder of the technique
Toshikazu Kamoji (Certified in 2003) [Tokyo]
Description of the technique
Hairstyling for Kabuki theater is the art of styling the hair on wigs that are delivered from the wig 
shop and upkeeping and managing the hairstyle during the entire performance period.
The hairdresser uses various types of combs to style the wigs into diverse hairstyles. Each wig 
is styled from beginning to end by a single hairdresser, who also uses an assortment of combs, 
hair accessories, and even hoods. During a performance, the hairdresser assumes responsibility 
for attaching/removing the wigs, taking care of them, and storing them. Kabuki hairstyling is a 
technique that is essential to the preservation and succession of the Important Intangible Cultural 
Property of Kabuki.
About the technique holder
Normally, hairdressers are in charge of either the tachiyaku (male roles) or the onnagata (female 
roles), but Mr. Toshikazu Kamoji possesses the hairstyling technique for both the tachiyaku and 
onnagata.
Related cultural properties
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Crafting and restoration of biwa lutes
Holder of the technique
Katsuo Ishida (Fourth-generation Fushiki Ishida) (Certified in 2006) [Tokyo]
Description of the technique
The crafting of biwa lutes consists of multiple work processes—from selecting the optimal wood 
materials and sufficiently drying them, to creating each part, assembling the parts, polishing the 
instrument, and making sound adjustments—and requires delicate and accomplished skills.
About the technique holder
Mr. Katsuo Ishida succeeded his predecessor, the third-generation Fushiki Ishida, while he was 
working as a miyadaiku carpenter specializing in the construction and repair of temples and shrines 
in Tokyo. His predecessor passed away suddenly before he began receiving training in earnest, but 
after much trial and tribulation, he inherited the Fushiki Ishida pseudonym in 1970. The advanced 
technique acquired by Mr. Ishida garners the deep trust of biwa performers in Japan and throughout 
the world.
Related cultural properties
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Hairstyling for traditional Okinawan 
performing arts
Holder of the technique
Sukenori Kohagura (Norio Konami) (Certified in 2008) [Okinawa]
Description of the technique
In Okinawa, there used to be traditional hairstyles for children, adult men, and adult women. These 
hairstyles are no longer seen in daily life today, but are essential to Okinawan traditional performing 
arts. Hairstyling for traditional Okinawan performing arts, called keppatsu, is the art of creating 
traditional hairstyles befitting the various roles of performers in kumiodori and other traditional 
performing arts in Okinawa.
In addition to hairstyles for children (warabikaraji), hairstyles for adult men (katakashira), and 
hairstyles for adult women (inagukaraji), there was also a unique hairstyle for women (tarashikaraji) 
that was used only in kumiodori and classical dances, among Okinawan traditional performing arts.
In the case of tarashikaraji, hair is divided into left and right at the center of the forehead, brought 
up to the top of the head in an arc, and tied and bundled into a small fan shape. Then, a hai is made 
on the left and right sides. With the tarashikaraji, a small amount of hair from the hairline of the 
forehead to the base of the ear is made into a loop in front of the ears and fixed in place. The hair in 
the back is combed well, bundled at the nape, and left hanging down the back.
In Okinawan traditional performing arts, hairstyle is an important element that expresses the 
gender, age, status and sentiment of each character. Therefore, hairstyles are sought that precisely 
match the historical setting and characters of each performing arts work, and the technique of 
creating different hairstyles based on a profound understanding of the work is required. It is also 
important to create beautiful hairstyles that match the physique and features of each performer.
About the technique holder
Mr. Sukenori Kohagura creates beautiful hairstyles that match the role of each character and the 
personality of each performer. He is also committed to developing successors at National Theater 
Okinawa and other such theaters.
Related cultural properties
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Manufacture of kumi-odori (ensemble 
dance) props
Holder of the technique
Mitsufumi Shimabukuro (Certified in 1994, decertified in 2006) [Okinawa] 
Description of the technique
Kumi-odori was first performed at an Ukwanshindui (Okasen Odori) Crown Ship Dance in 1719, 
which the Ryukyu King gave to welcome a Chinese envoy from the Qing Dynasty. It is musical 
theater that combines the words, music, and dance handed down by the royal government and was 
designated an important intangible cultural asset in 1972.
Manufacturing kumi-odori props requires the skill of making taiko drums necessary for the kumi-
odori performance and other props. It is an indispensable skill in preserving the important intangible 
cultural asset kumi-odori. However, currently there are no certified holders of this technique.   
About the technique holder
Mitsufumi entered the Matsu Dance Troupe headed by his father, kumi-odori performer Koyu 
Shimabukuro and studied taiko drumming. In 1968 he established the Mitsufumi Shimabukuro 
Taiko Center (Shimabukuro Mitsufumi Taiko Kenkyusho), where he engaged in taiko performance as 
well as kumi-odori prop making. In addition to his certification for the manufacture of kumi-odori 
props in 1994, he was recognized in 2003 as the holder of an Important Intangible Cultural Heritage 
for kumi-odori (music taiko).   
Related cultural properties
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Manufacture of strings for Japanese 
stringed instruments
Holder of the technique
Toshiyuki Ozasa (Certified in 2015) [Kyoto]
Shozo Saegusa (Certified in 1980; de-certified in 1991) [Saitama]
Futo’o Hashimoto (Certified in 1979; de-certified in 1992) [Shiga]
Hiroyuki Ozasa (Certified in 1979; de-certified in 2014) [Kyoto]
Description of the technique
The manufacture of strings for Japanese stringed instruments refers to the technique of 
manufacturing strings from raw silk, and is essential to the preservation not only of fields of music 
that are designated as Important Intangible Cultural Properties, but also theatrical performances and 
dances that are accompanied by music played by stringed instruments.
Production of the strings involves many processes, from reeling raw silk, to doubling, twisting, 
stretching, winding, and dyeing the strings. Craftsmen who assume a central role in manufacturing 
the strings are expected to be thoroughly knowledgeable of the entire manufacturing process, and to 
have outstanding skill based on knowledge and experience, because not only are there many types 
of strings, but each performer has their own detailed requests. It is particularly important to have an 
advanced skill in the string twisting process and other core processes. The manufacture of strings for 
Japanese stringed instruments is thus an essential technique for the preservation and succession of 
various performing arts that are designated Important Intangible Cultural Properties.
About the technique holder
Mr. Toshiyuki Ozasa acquired the technique for the manufacture of strings for Japanese stringed 
instruments under his father, Hiroyuki Ozasa, who was a holder of the selected preservation 
technique. He now heads Tobaya, Inc., a company that manufactures strings for various musical 
instruments including shamisen and biwa. Tobaya is also the sole manufacturer of strings for musical 
instruments used in Gagaku music, such as the wagon, gakusoh, and gakubiwa, and delivers strings 
to the Imperial Household Agency every year. 
Mr. Shozo Saegusa engaged in the crafting of strings for wagon used in Gagaku.
Mr. Futo’o Hashimoto inherited Hashimoto Sannosuke Shoten as the second-generation owner 
of the store, and has spent some 60 years manufacturing strings for shamisen, koto, biwa, and other 
such Japanese musical instruments.
Related cultural properties
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Production of Ryukyu indigo
Holder of the technique
Seisho Inoha (Certified in 1977) [Okinawa]
Description of the technique
Ryukyu indigo is a different type of indigo from that used on the main island of Japan, and is an 
indispensable raw material for most of the diverse traditional dyeing techniques in Okinawa.
The leaves of the Ryukyu indigo plant (low-lying grass belonging to the Acanthaceae family) 
are immersed in water, fermented, and mixed with limewater, and the indigo pigment is allowed to 
settle, to obtain a sludge of Ryukyu indigo. Dye artists further process this indigo and ferment it 
more before using it as indigo dye.
The production of Ryukyu indigo requires advanced cultivation management skills to grow good-
quality indigo leaves. It also calls for a strong mind and body that could withstand the hard work 
that is involved in the cultivation and production of indigo, and long years of experience and training 
to assess the fermentation state and amount of limewater needed. In the olden days, indigo leaves 
were cultivated and indigo was actively made in the northern region of the main island of Okinawa, 
centered on Motobucho town. After the war, however, demand for Ryukyu indigo declined due to the 
popularity of chemical dyes, such that the numbers of Ryukyu indigo dye and indigo leaf producers 
also decreased dramatically.
About the technique holder
Mr. Seisho Inoha acquired the skill of producing Ryukyu indigo from an early age, as it was his 
family’s business, and has alone continued to produce the dye with ardor, while many businesses 
have closed down one after the other. In addition to producing high-quality Ryukyu indigo and 
responding to the demand of the dyeing world in Okinawa for many years, Mr. Inoha is also 
committed to developing successors, and is a precious existence who supports the art of dyeing in 
Okinawa.
Related cultural properties
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Manufacture of tamahagane traditional 
steel (tatarabuki) 
Holder of the technique
Akira Kihara (Certified in 1986) [Shimane]
Katsuhiko Watanabe (Certified in 2002) [Shimane]
Kanji Kumura (Certified in 1977; de-certified in 1979) [Shimane]
Yoshizo Abe (Certified in 1977; de-certified in 1995) [Shimane]
Description of the technique
High-quality tamahagane steel is indispensable for the production of Japanese swords, which is 
designated an Important Intangible Cultural Property. By using tamahagane as the main material, 
Japanese swords exhibit excellent performance, and swords of high artistic value are created. Today, 
such steel is made by the tatarabuki steel-making method, which originated in the Edo Period, but 
the tatarabuki method had ceased once after the war. No steel has so far been made that surpasses 
the tamahagane. To expend all possible means to protect the production of art swords as a cultural 
property, it is necessary to ensure the tradition of the tamahagane by reproducing the tatarabuki 
method, preserving the traditional technique as a whole, and developing successors.
The tatarabuki method for refining tamahagane mainly requires a chief steelmaker who has 
knowledge of building and operating the tatara furnace and has acquired the technique at a high 
level, and the guidance of a murage, or foreman, who assumes the role of general overseer.
About the technique holder
Mr. Akira Kihara acquired the tatara technique as a trainee in a program for tamahagane 
manufacturing and the development of successors that was held at Nittoho Tatara, a facility operated 
by the Society for Preservation of Japanese Art Swords. He now engages in tatara operations as a 
murage, and also applies himself to developing successors. 
Mr. Katsuhiko Watabe was recognized by Nittoho Tatara for his abundant experience in collecting 
iron sand, and was invited to participate in the onsite training program for tatara operations as 
a trainee. He honed his skill under the tutelage of two murage, Mr. Yoshizo Abe and Mr. Kanji 
Kumura, and thereafter served as a substitute instructor (substitute murage) for the training program. 
Eventually, he became a full-fledged murage, and continued to pursue his skill while also working to 
develop successors along with Mr. Kihara.
Related cultural properties
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Production of togizumi charcoal
Holder of the technique
Asataro Higashi (Certified in 1994) [Fukui]
Description of the technique
Togizumi charcoal has been used as a polishing tool since olden days. Even today, high-quality 
togizumi is indispensable to the crafting and restoration of lacquer and metal handicrafts, and is also 
used to polish the original plates for printing banknotes, optical lens, and other such items.
There are various types of togizumi, including ho’ozumi and surugazumi. Surugazumi made of 
Japanese wood-oil tree is frequently used to polish lacquer ware, and ho’ozumi made of Japanese 
whitebark magnolia is frequently used to polish metal. Surugazumi is made according to the method 
of making white charcoal, in which raw wood is burned and charred in an almost-completely sealed 
kiln for roughly 50 hours, and the burning carbonized material is taken out from the kiln and 
extinguished.
About the technique holder
Mr. Asataro Higashi studied the production of togizumi, and through accumulated practice, 
he acquired the advanced technique of producing such traditional togizumi as surugazumi and 
roirozumi. He devised an original method of extinguishing the carbonized materials taken from the 
kiln by encapsulating it in a dice-shaped box and makes high-quality surugazumi that contains no 
sand or other impurities. As the only craftsman throughout Japan who continues to make togizumi 
today, Mr. Higashi also directs his efforts to training young people.
Related cultural properties
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Manufacture of urushikaki lacquer tapping 
tools
Holder of the technique
Fumitoshi Nakahata (Certified in 1995) [Aomori]
Chojiro Nakahata (Certified in 1988; de-certified in 1993) [Aomori]
Description of the technique
Japanese lacquer has excellent transparency and fastness, and is essential to the production of 
lacquer art and the preservation and restoration of lacquer ware.
To collect as much good quality lacquer as possible without damaging the lacquer tree, urushikaki, 
or specially developed lacquer tapping tools, have long been used. They include the bending sickle 
for stripping the rough bark, a scraping sickle for creating a groove in the tree bark so that lacquer 
flows out, a scraping spatula for collecting the lacquer, a metal spatula called gokuri that is used 
when transferring the tapped lacquer into a large tub, and the eguri sickle for stripping the bark when 
collecting the last of the lacquer. These tools are forged and created one by one while making subtle 
adjustments to match the characteristics of each lacquer tapper’s skill.
The production of urushikaki tools has declined with the decline in the production of lacquer, such 
that only one craftsman has the technique to manufacture these tools today. As Japanese lacquer is 
indispensable to the preservation of lacquer ware and other such intangible cultural properties, and 
to the preservation and restoration of tangible cultural properties (lacquer crafts, etc.), measures are 
sought to preserve and pass down the technique of manufacturing urushikaki tools as essential tools 
for the collection of lacquer.
About the technique holder
Mr. Fumitoshi Nakahata studied smithing under his father, Chojiro, at an early age, and has 
engaged in the manufacture of urushikaki tools and various tools for agricultural machinery to this 
day. After his father’s passing, he has become a precious existence as the sole maker of urushikaki 
tools used throughout Japan. 
Mr. Chojiro Nakahata acquired the smithing technique by gaining apprenticeship at Joboji Temple 
in Iwate prefecture. He thereafter set up his own business of manufacturing tools for agricultural 
machinery in Tako, but began manufacturing urushikaki tools from around 1975. He had an 
urushikaki specialist use a scraping sickle he made, and worked to improve his technique by making 
adjustments based on the specialist’s feedback. By manufacturing user-friendly tools that satisfy the 
preferences of each user, Mr. Nakahata gained the deep trust of urushikaki specialists throughout 
Japan. 
Related cultural properties
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Production of brushes for lacquer
Holder of the technique
Seiji Izumi (9th-generation Seikichi Izumi) (Certified in 2008) [Saitama]
Nobuyuki Tanaka (Certified in 2013) [Tokyo]
Shinkichi Izumi (8th-generation Seikichi Izumi) (Certified in 1976; de-certified in 1987) [Shiga]
Description of the technique
The lacquer painting technique demands that lacquer is applied uniformly without leaving neither 
brush marks nor a speck of dust, so brushes that are used for applying lacquer are made by hand with 
extreme care. Traditional lacquer brushes are carefully handmade using mainly human or horse hair, 
but human hair is mostly used to make brushes for applying top coatings. It is said that the most ideal 
hair is Japanese women’s hair that has been dried over a long period of time after it is cut, as it has no 
oiliness that lacquer hates, and no damage from chemicals. Carefully selected hair is pasted together 
using noriurushi (an adhesive made from paste and lacquer), firmly secured to a hinoki board, and 
shaped using a carpenter’s plane. Lacquer-painting craftsmen, called nushi, cut out the tip of the hair 
that has been pasted together with lacquer, and tap the hair loose before using it to apply lacquer. The 
brushes are made by adjusting the thickness and hardness of the hair to match the preference of each 
user, but it takes long years of experience to acquire the skill to create top-quality lacquer brushes in 
response to diverse demands.
Lacquer brushes are used in the creating lacquer crafts and in the process of applying lacquer 
in the restoration of lacquer ware. They are important tools that affect the quality of the lacquer 
coating, and are indispensable to the preservation of intangible and tangible cultural properties, but 
there are only two lacquer brush makers in Japan today.
About the technique holder
Mr. Seiji Izumi (9th-generation Seikichi Izumi) apprenticed to this father, the 8th-generation 
Seikichi Izumi, and devoted himself to the production of lacquer brushes while constantly striving to 
improve his skill. He makes various types of lacquer brushes, but he has an established reputation for 
his particularly high expertise in making superior lacquer brushes that are custom-made by carefully 
adjusting the thickness and hardness of the brush in response to each user’s requests.
Mr. Nobuyuki Tanaka acquired the traditional technique of making lacquer brushes under his 
father, Mr. Seiji Izumi, and devoted himself to improving his skill. The brushes he makes are highly 
resilient, and garners the deep trust of lacquer artists as being ideal for applying highly thick colored 
lacquer.
Related cultural properties
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Production of araso rope
Holder of the technique
Masakado Yawata (Certified in 2003) [Oita]
Sayumi Yawata (Certified in 1996; de-certified in 1999) [Oita]
Description of the technique
Araso, the bark of hemp stalks, is used to dye-proof kasuri-ito (tie-dye yarn), and is indispensable 
to the hand-tying process in the making of the Important Intangible Cultural Property of 
Kurumegasuri. When yarn that is tied with araso rope is dyed indigo, the parts that are tied resist the 
dye and remain white. These white lines are woven using a loom, to produce the kasuri pattern.
Hemp that has grown to heights between 2.0 and 3.0 meters is cultivated in midsummer and 
steamed in a tall bamboo steamer, and the outer bark that is stripped off is dried to produce araso. 
The cultivation and management of hemp take time and effort, and the yield is low despite the hard 
work of cultivating and steaming the hemp under the hot sun in midsummer. For this reason, the 
number of araso producers has declined even in Oita, where hemp cultivation had flourished until 
the beginning of the Showa Period. The Yawata family in Hita-shi city, Oyama-machi town is now 
the only remaining producer of araso. 
About the technique holder
Mr. Masakado Yawata engaged in the production of araso with his father, Sayumi, from when he 
was young, and has spent many years polishing his skill to this day. After his father’s passing, he 
has continued to supply high-quality araso that is needed in the process of hand-tying yarn to make 
Kurumegasuri, as the sole producer of araso.
Mr. Sayumi Yawata began engaging in the cultivation of hemp in Oyama-machi from early on, but 
he came to produce araso in 1974 at the request of the Association for the Preservation of Kurume 
Kasuri Technique, and has since devoted himself to the production of araso.
Related cultural properties
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Production of tool for handmade washi 
paper (sha)
Holder of the technique
Tsuruki Yamasaki (Certified in 1976, decertified in 1989) [Kochi]
Description of the technique
With handmade Japanese paper, to make extremely thin paper, smooth paper that cannot show any 
traces of dents or threads, or high quality paper where the smallest pinhole is not allowed, a special 
silk mesh screen called sha must be laid over the bamboo screen (sukisu). This sha is indispensable 
for making thin and durable writing paper or thin rice paper, for instance. The thread size and the 
grain in the sha differ depending on the paper being made, with standards such as fine (hosome), 
medium (chume), and rough (arame). It is a complicated skill that requires knowledge and experience 
from thread making to machine preparation and weaving. Currently there are no certified holders of 
this technique.   
About the technique holder
Tsuruki Yamazaki mastered the art of crafting finely woven mesh screens known as sha to make 
Japanese handmade paper, in Kochi City. In 1927 he opened a special sha factory, manufacturing 
a great variety of the screens in the center of Japan’s handmade paper production. By the time he 
was certified as the holder of Selected Conservation Techniques in 1976, he was the only craftsman 
nationwide. He passed away in 1989, unfortunately bringing an end to this technique.    
Related cultural properties
Intangible cultural property (craft techniques)
有形文化財・無形文化財等関係
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Manufacture of loom shuttles
Holder of the technique
Junichi Hasegawa (Certified in 1999) [Kyoto] 
Description of the technique
The loom shuttle is an indispensable tool for weaving cloth. Woven cloths are made by combining 
warps and wefts. When the warps on the loom are “opened” to form a shed, the shuttle is used to 
pass the weft through the shed.
Various types of shuttle are used according to the type of cloth that is woven. They are roughly 
divided into six types: nuitori-hi, sukui-hi, nage-hi, hiki-hi (also called tobi-hi or battan-bi), shuttle 
for weaving the base cloth of a tapestry, and shuttle for narrow widths (hi is the Japanese work for 
shuttle). In addition to these standard shuttles, there is also a wide variety of special shuttles that are 
custom made on order.
Loom shuttles are mainly made of Japanese evergreen oak produced in Kyushu (particularly 
Miyazaki prefecture). Japanese evergreen oak of good quality that has been dried for more than ten 
years is used. Other parts of the shuttle include the higoma, or rollers (made from Satsuma boxwood) 
that are fitted into the two sides of the shuttle so it slides smoothly; an itoguchi, or exit hole (made of 
porcelain) through which thread is passed; a wooden bobbin for winding the weft thread; a metal tip 
cover (made of gunmetal) to protect the tips of the shuttle; and a takezuru, or bamboo string (made 
of Moso bamboo) that incorporates a spring.
Among the dozen or so hiiya, or dedicated shuttle makers, who plied their trade in the Kyoto 
Nishijin area before the war, only one maker continues to make shuttles today. The shuttle is an 
indispensable tool for handlooms, and an essential tool for the preservation of both intangible and 
tangible cultural properties in Japan. It is a pressing issue to preserve and pass down the technique 
for the manufacture of traditional loom shuttles to future generations.
About the technique holder
Mr. Junichi Hasegawa was born to a hiiya family in Kyoto Nishijin, and apprenticed under 
his father Shigetaro, who was a renowned craftsman. Even after acquiring the technique of 
manufacturing shuttles, Mr. Hasegawa spent many years polishing and improving his skill, and 
has earned a sterling reputation for his ability to make shuttles, which are used not only locally in 
Nishijin, but also in Okinawa and throughout other parts of Japan. Among the dozen or so dedicated 
hiiya who plied their trade in Nishijin before the war, Mr. Hasegawa is the only one who has 
continued to make shuttles to this day, and is an extremely important maker of loom shuttles.
Related cultural properties
Tangible cultural property (fine arts and crafts)
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Manufacture of handlooms
Holder of the technique
Taneichi Nishimura (Certified in 2003) [Kyoto]
Yoshimasa Oshiro (Certified in 2008) [Okinawa]
Description of the technique
The manufacture of handlooms refers to the technique of making wooden hand-weaving machines 
(looms). Handlooms are mainly made of wood. Each loom is designed in consideration of what it 
will be used for, and is made by assembling various types of timber that have been dried over a long 
period of time, and have been sawed and shaped into suitable elements for each part of the machine. 
Making handlooms requires deep knowledge of wood and wood processing techniques, as well as 
knowledge and understanding of the structure and function of looms and textile-making techniques.
In Japan, the development of regionally unique textile techniques also led to the development 
of regionally unique handloom manufacturing techniques throughout Japan. However, due to the 
decline and aging population of experts of both techniques, there is now only a handful of experts 
even in the Kyoto Nishijin area who continue to make handlooms.
The manufacture of handlooms is an indispensable technique for the preservation of both 
intangible and tangible cultural properties in Japan, and measures are sought to preserve and pass 
down the technique to future generations.
About the technique holder
Mr. Taneichi Nishimura studied the technique of making handlooms under his grandfather, 
Tokujiro, and his father, Sueo, and spent many years polishing his skill. In addition to playing a part 
in the manufacture of stitching machines and Jacquard machines that are locally used in Nishijin, 
Mr. Nishimura has also made various handlooms in response to the demands of nationwide textile-
dyeing artists and educational institutions, and handlooms that are used in restoring ancient textiles.
Mr. Yoshimasa Oshiro apprenticed under his father, Kanemitsu, and dedicated himself to making 
handlooms by constantly polishing and improving his skill. In addition to making mainly high looms 
and handlooms of various specifications in response to the diverse textile techniques and materials 
in local Okinawa, Mr. Oshiro also engages in the manufacture of spinning wheels and other such 
weaving tools. As the sole dedicated handloom maker on the main island of Okinawa, he garners the 
deep trust of holders of Important Intangible Cultural Property and weavers, and is also committed 
to developing successors.
Related cultural properties
Tangible cultural property (fine arts and crafts)
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Crafting and restoration of loom reeds
Holder of the technique
Koichi Kitaoka (Mohachi Kitaoka ) (Certified in 1996, decertified in 1996) [Kyoto] 
Description of the technique
In weaving, the reed plays one of the most important roles, and has a comb-like function. When 
the warp thread is passed through individual thin plates called osaha, or reed dents, it keeps the 
woven width constant and the rows in order. Then when the warp is lifted up by the heddle and 
the weft is passed through the opening, it pushes the weft to securely weave the fabric. There are 
metallic reeds and bamboo reeds. Traditional bamboo reeds are further divided into silk loom reeds 
for silk fabrics and cotton loom reeds for cotton fabrics. The density of teeth (number of plates) in a 
silk loom reed is high, with up to 120 plates in a space of three centimeters on a fine setting. The silk 
loom reed is indispensable for highly sophisticated fabrics such as gold brocade and Nishijin tapestry 
weaving known as tsumekaki tsuzure, that require wetting the weft. The manufacture and repair of 
loom reeds requires precise processing skills to place a predetermined number of parallel plates at 
regular intervals. This is an extremely important technique that determines the quality of the fabric. 
Currently, there are no certified holders of this technique.  
About the technique holder
Koichi Kitaoka is the 16th generation reed manufacturer in Kyoto that takes pride in its foundation 
in the 9th year of Tensho (1581). From a young age, he studied the manufacturing and repair of silk 
loom reeds from his father Chuzo Kitaoka, polishing his techniques for many years. Most notably, he 
acquired a particularly high level of manufacturing bamboo reeds for silk and while creating quality 
silk loom reeds, he also worked on repairing reeds, thus gaining a reputation for his skills.
Related cultural properties
Tangible cultural properties (fine arts and crafts)
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Manufacture of Yoshinogami paper for 
filtering lacquer
Holder of the technique
Takao Konbu (Certified in 1999) [Nara]
Kazuo Konbu (Certified in 1978; de-certified in 2005) [Nara]
Description of the technique
Yoshinogami is extremely thin paper made from the mulberry tree. Its strong tensile strength and 
fluffy texture make it ideal for filtering, and the paper has thus been preciously used as filter paper 
for lacquer and oil since the Edo Period. Because of its white color and soft touch, it was also called 
Yoshino-yawara or yawa-yawa (yawa means ‘soft’) and favored by women as tissue paper.
The manufacturing of Yoshinogami requires particular care to make it suitable for filtering 
lacquer. A lot of time and effort is spent on treating the raw material to derive only pure fibers 
(nigodashi (rinsing) process), and the wet paper that is made is directly pasted onto a drying board 
(a process called subuse) and dried in the sun. Before pasting the paper onto the drying board, a 
coating of persimmon juice or a white pigment called gofun is applied to the board, so that the paper, 
when dried, could be easily removed from the board. Additionally, because the paper is extremely 
thin, the ears are cut to make it easy to pick up one sheet at a time. This wide range of processes 
is mostly handled by men, but because the paper-making and sun-drying must be performed 
almost simultaneously, the tradition of cooperation between men and women (husband and wife) is 
indispensable.
Lacquer filtering paper is a production tool that is essential to the preservation of both intangible 
and tangible cultural properties in Japan. Among the traditional types of lacquer filtering paper, 
Yoshinogami is one of the most important, and measures are sought to preserve and pass down its 
manufacturing technique to future generations.
About the technique holder
Mr. Takao Konbu learned the technique of making Yoshinogami from early on while helping his 
father, Kazuo. He thereafter acquired the technique of crafting furniture fittings, but formally began 
studying under his father in 1979, along with his wife, Kayoko. Since then, he has steadily polished 
and improved his skill.
Mr. Kazuo Konbu helped with the family business of handmade washi paper-making since he was 
young, and began making Yoshinogami in earnest after the war. He temporarily switched to making 
mainly Misugami (another type of washi) around 1965, when cheap rayon paper became popular, 
but returned to making Yoshinogami in response to the needs of lacquer artists who seek traditional 
lacquer filtering paper.
Related cultural properties
Tangible cultural properties (fine arts and crafts)
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Manufacture of makie lacquer art brushes
Holder of the technique
Shigeyuki Murata (Certified in 2010) [Kyoto]
Kurobe Murata (Certified in 1987; de-certified in 2010) [Kyoto]
Description of the technique
Makie lacquer art is made by drawing patterns with a lacquer solution and sprinkling gold powder 
over it. In this process, makie brushes are important tools that affect the overall quality of the finish. 
Because makie brushes are used to apply a lacquer solution that is thick and sticky, they need to have 
strong resiliency, down to the tip of the brush, and need to be able to hold the lacquer solution well 
but to also release it so that it flows down smoothly.
The choice of materials for making makie brushes requires strict scrutiny. Rat or cat hair is used, 
but materials for particularly high-quality brushes are taken from between the neck and lower back 
of rats that live in earthen rice granaries and other such places. The manufacture of makie brushes 
involves close to a dozen meticulous processes, including the repeated removal of damaged hair, 
correction of unruly hair, shaping the brush tip, and securely binding the hair with a string. There are 
various types of brushes for each makie technique, including the honnejifude brush made of rat hair.
As it takes long years of experience and profound knowledge of the complex makie technique 
to acquire the technique of making makie brushes, there are few successors to the craft. In fact, 
there are only three makie brush makers in Japan today. A superior makie brush is indispensable 
to sophisticated lacquer work and to the preservation and restoration of cultural properties, and 
measures for their preservation are urgently sought. 
About the technique holder
Mr. Shigeyuki Murata apprenticed under his father, Kurobe, and devoted himself to making 
makie brushes, while constantly polishing his skill. He has particularly long years of abundant 
experience in making nejifude brushes. Because rat hair has become difficult to obtain, Mr. Murata 
mainly makes nejifude substitutes (made of cat hair) today, but his strict scrutiny of materials and 
high workmanship have earned him the deep trust of lacquer artists and lacquer ware restoration 
specialists.
Mr. Kurobe Murata acquired the skill of making traditional makie brushes by training under 
his father, the seventh-generation Kurobe who headed Muraku, a well-established maker of makie 
brushes. He made excellent-quality makie brushes using only carefully selected materials, and was 
highly acclaimed for his ability. It was said that “no makie artist exists who does not know Muraku’s 
makie brushes.”
Related cultural properties
Tangible cultural property (fine arts and crafts)
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Manufacture of ubai smoked plums
Holder of the technique
Yoshihisa Nakanishi (Certified in 2011) [Nara]
Kiyoshi Nakanishi (Certified in 1995; de-certified in 2011) [Nara]
Description of the technique
Ubai, or smoked plums, act as a mordant in the traditional red-dyeing of textiles. The supernatant 
liquid that is produced by pouring hot water over the plums turns the pigment of safflower red, and 
fixes the natural dye in threads and cloths. The traditional process of making ubai is as follows.
Fully ripe plums that have naturally fallen from the trees around the Hangesho period (early 
July) are collected and dredged with pure soot that is made by burning only firewood (sawtooth oak, 
etc.) in a winnowing basket while sprinkling water. Next, a slatted board holding the soot-dredged 
plums is placed over a hole in the ground in which chaff is burned, and the board is covered with 
a dampened straw mat and smoked for an entire day and night. The “raw ubai” that is thus made 
are sun-dried from a week to ten days as they are on the slatted board, and are dried for another ten 
days after spreading them out on a straw mat. Each process requires long years of experience and 
intuition.
Ubai made in Tsukigase, Nara have been well-known since ancient times, and were popularly 
made during the Edo Period, against a backdrop of thriving markets such as in Kyoto Nishijin. After 
the Meiji Period, however, demand dropped sharply due to the introduction of chemical dyes, and 
the number of ubai makers also declined. Today, there is only one person left in Tsukigase who still 
makes ubai.
Ubai is essential for the preservation of intangible cultural properties (dyeing techniques) and 
tangible cultural properties (dyed or woven fabric works).
About the technique holder
Mr. Yoshihisa Nakanishi acquired the sophisticated traditional technique of making ubai under 
his father, Kiyoshi. Especially after taking over from his father and assuming a central role in the 
manufacture of ubai, he has harbored a strong commitment to keep the tradition alive, and has 
gained the same high acclaim as his father for his superior-quality ubai.
Mr. Kiyoshi Nakanishi was born in Tsukigase, and continued to make ubai over many years. After 
acquiring the advanced skill of making traditional ubai, he has supplied quality ubai throughout 
Japan, and has been highly acclaimed by holders of Important Intangible Cultural Properties and 
nationwide textile artists and restoration experts for his superior workmanship.
Related cultural properties
Tangible cultural property (fine arts and crafts)
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Manufacture and repair of sword braces 
and armor metal fittings
Holder of the technique
Ichiro Miyajima (Certified in 1988, decertified in 1993) [Tokyo] 
Description of the technique
This is a technique of preparing koshirae, or ornate mountings for Japanese swords and armor, 
and manufacturing and repairing decorative gold, silver, and steel metal fittings. The production of 
a Japanese sword is a division of labor. There are craftsmen in charge of each process – the saya-shi 
(scabbard maker) who carves the sheath and handle, the tsukamaki-shi (handle wrapper) who wraps 
the handle with sharkskin and braided string, and the shirogane-shi (metal worker). The shirogane-
shi were occasionally known to take part in the production of decorative metal armor fittings, but 
nowadays there are few technicians associated with the manufacturing of metal fittings for either 
swords or armor. Currently there are no certified holders of this technique.    
About the technique holder
Ichiro Miyajima was born to a family of shirogane masters, who specialized in making decorative 
parts for Japanese swords and armor. After mastering the technique under his father, he went on to 
repair metal fittings of many national treasures and important cultural properties.    
Related cultural properties
Tangible cultural properties (fine arts and crafts)
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Manufacture and repair of sword metal 
fittings (habaki)
Holder of the technique
Eiichi Akano (Certified in 1988, decertified in 1994) [Tokyo]
Description of the technique
The habaki (wedge-shaped metal collar) is the part of the Japanese sword that fits between the 
blade and the handle. Its function is to prevent the blade from falling out of the sheath and the sheath 
from falling out of the sword, while also keeping the sword stable. The blade is supported in the saya 
(scabbard) by the mune (ridge) and the habaki. The rest is left unsupported. Both the shirosaya (white 
scabbard) and koshirae (ornate mountings) are manufactured based the habaki. Other metal fittings 
such as the tsuba (hand guard) too, are dependent on the habaki. This is why the habaki plays the 
most significant role of metal fittings on a Japanese sword. 
Traditionally, the swordsmen made the habaki out of iron, but later, expert Shirogane masters 
made them with copper, red copper, silver, gold, and other materials. With time, the decorativeness 
increased and now they are mostly made of silver or gold. Many of the silver habaki are made with 
pure silver, but the gold ones are often gold-plated over copper, or in other words, dressed in gold.
Currently there are no certified holders of this technique.   
About the technique holder
As a Shirogane master, Eiichi Akano manufactured sophisticated sword braces and repaired 
numerous metal fittings of national treasures and important cultural properties.    
Related cultural properties
Tangible cultural properties (fine arts and crafts)































Holders of Technique Regarding Tangible and Intangible Cultural Property
155
Manufacture of hand-cut rasps
Holder of the technique
Einosuke Sawada (Certified in 2016) [Kyoto]
Description of the technique
The manufacturing of hand-cut rasps is the technique of hitting a chisel onto a steel surface to 
manually create saw-like teeth to make a rasp. A rasp is a steel tool mainly used for scraping and 
smoothing irregularities on the surface of materials or for cutting. It is used in the process of metal 
crafting or wood crafting. A skilled hand-cut rasp manufacturer can devise rasps in various shapes 
tailored to different uses by applying different techniques such as shaping, depth of the grooves, the 
angle, and so on. Nowadays, mass-produced rasps cut by machines are widespread. However, when 
creating arts and crafts, there is a high demand for hand-cut rasps that are excellent in cutting and 
other functions. There is a need to preserve the technique of manufacturing hand-cut rasps, for the 
preservation of tangible and intangible cultural properties.   
About the technique holder
Einosuke Sawada mastered the traditional technique of manufacturing hand-cut rasps after 
studying under his cousin Shoichi Sawada, who had a hand-cut rasp manufacturing business in Aichi 
Prefecture. He later started his own business in Kyoto, where he mostly manufactured hand-cut rasps 
used for making looms, while he continued to research ideal shapes and grooves for rasps used in 
other metal crafts. Today, he manufactures a variety of hand-cut rasps for use in producing objects 
such as metal ornaments, Japanese mirrors, temple bells, or Japanese swords. Although the master is 
one of very few hand-cut rasp manufacturers in Japan, he is actively educating successors.  
Related cultural properties
Tangible cultural properties (fine arts and crafts)
Intangible cultural properties (craft techniques)
































Conservation Groups of Technique Relating to Tangible Cultural Property
159
Restoration of traditional buildings
Conservation organization of the technique
Japanese Association for Conservation of Architectural Monuments 
(Certified in 1976) [Tokyo] 
Description of the technique
The tradition of preserving and repairing architectural monuments of cultural significance in 
Japan goes back to 1897, and a hundred or so monuments are repaired yearly today. They date from 
various periods spanning roughly 1300 years, from the 7th century to the beginning of the 20th 
century, and widely include all types of monuments, from temples and shrines, to residential houses, 
tombstones, and bridges. They are also diverse in their structures, with monuments made of wood, 
stone, or bricks, and display regional characteristics and differences stemming from the affiliation 
of each craftsman. Thus, craftsmen who engage in architectural conservation and restoration are 
required to possess techniques based on advanced specialized knowledge, as essential techniques for 
the conservation of architectural monuments of cultural significance.
About the conservation organization
The Japanese Association for Conservation of Architectural Monuments was established in 1971, 
and has since engaged in the conservation and restoration of National Treasures and Important 
Cultural Properties designated by the national government and other architectural monuments of 
high cultural significance. Mainly with a focus on architectural monuments that are designated 
cultural properties by the national or local governments, it carries out surveys of their historical 
architectural value and architectural techniques, and formulates and designs conservation and 
restoration plans based on historical and traditional techniques, to ensure their proper conservation, 
restoration, reproduction, and utilization under the Law for the Protection of Cultural Properties. 
It also undertakes the design and supervision of conservation and restoration works, such as by 
providing specialized technical guidance to carpenters, plasterers and other skilled workers through 
the actual implementation of such works.  
Developing and securing craftsmen and skilled workers who possess specialized techniques 
and skills is essential to the proper implementation of conservation and restoration projects. Based 
on this understanding, the Association hosts annual training programs intended for nationwide 
craftsmen who engage in conservation and restoration works.
In 1976, the Association was certified by the government as a holder of a Selected Conservation 
Technique in the fields of architectural monument restoration and architectural woodwork. 
Related cultural properties
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Woodwork for traditional buildings
Conservation organization of the technique
Japanese Association for Conservation of Architectural Monuments 
(Certified in 1976) [Tokyo] 
Association for the Preservation of Japanese Traditional Architectural 
Techniques (NPO) (Certified in 2009) [Shiga]
Description of the technique
Architectural monuments in Japan had been mostly made of wood until recent years, so 
architectural techniques were represented by woodwork techniques, and these techniques came to 
exhibit elaborate results unparalleled in the world. However, there are few people now who choose 
to inherit ancient woodwork techniques, and the level of these techniques is gradually declining 
in recent years, due to changes in materials and tools and to the rise of modern architecture. As 
the conservation and restoration of architectural monuments of cultural significance, in particular, 
demands an accurate replication and reproduction of the woodwork techniques of each period in 
history, it is necessary to secure a fair technical level by passing down and refining the ancient 
woodwork techniques that are held by the small number of woodwork craftsmen today.    
Conservation organization of the technique
The Japanese Association for Conservation of Architectural Monuments was established in 1971, 
and has since engaged in the conservation and restoration of National Treasures and Important 
Cultural Properties designated by the national government and other architectural monuments of 
high cultural significance. Based on the understanding that developing and securing craftsmen 
and skilled workers who possess specialized techniques and skills is essential to the proper 
implementation of conservation and restoration projects, it hosts training programs intended for 
nationwide craftsmen who engage in conservation and restoration works.
In 1976, the Association was certified by the government as a holder of a Selected Conservation 
Technique in the fields of architectural monument restoration and architectural woodwork.
The Association for the Preservation of Japanese Traditional Architectural Techniques was 
established in 2004 as a specified non-profit organization (NPO) composed of nationwide carpenters 
who engage in the restoration of cultural properties. It hosts craftsmen training programs, 
lectures and workshops, and otherwise engages in the development of successors, with the aim of 
disseminating the philosophy and knowledge behind the restoration of architectural monuments with 
cultural significance, and basic woodwork skills.  
Related cultural properties
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Roofing with Japanese cypress barks and shingles (hiwadabuki 
and kokerabuki) / Roofing with thatches (kayabuki) 
Conservation organization of the technique
National Association for the Preservation of Roofing Techniques for 
Shrines and Temples (Hiwadabuki & Kokerabuki / Certified in 1976) (Kayabuki / Certified 
in 1980) [Kyoto] 
Description of the technique
Hiwadabuki and kokerabuki are roofing techniques in which hand-split Japanese cypress barks, 
cedar shingles or sawara cypress shingles are closely laid overlapping each other. The materials 
are collected and made entirely by hand, and each shingle is secured with bamboo nails. The 
hiwadabuki and kokerabuki techniques are roofing techniques unique to Japan. The exact location 
of where they originated is not clear, but it is believed that hiwadabuki had already been used in the 
mid-8th century, and kokerabuki, which stemmed from the ancient itabuki roofing technique using 
wood shingles, became a well-established technique by the end of the medieval period.
Kayabuki is the technique of creating a roof covering using the stalks of cogon grass, Japanese 
pampas grass or sedge. It was widely used throughout Japan since ancient times as a type of roof-
thatching that used grass and thus applied to all types of buildings and regions. In fact, some 
thatched-roof homes can still be found in rural and mountain villages today. However, it has 
become generally difficult to obtain quality kaya grass due to the abolishment of the kayaba (grass 
field) system and the development of wild fields, and the number of kaya roofers called kayate are 
decreasing yearly. The technique is barely being kept alive today by a handful of craftsmen as no 
more than a side job, but their old age and the lack of demand for thatched roofs is making it difficult 
to rebuild the kayabuki business as an independent business line and develop successors.
These roofing techniques have been widely used since ancient times, and techniques rich in 
regional variety have been passed down through the generations. However, due to the difficulty 
in obtaining raw materials and the lack of general demand, developing successors has become a 
difficult challenge. 
Conservation organization of the technique
The National Association for the Preservation of Roofing Techniques for Shrines and Temples 
was established in 1959 as the National Association of Hiwadabuki and Kokerabuki Construction 
Businesses, and changed its name to what it is today in 1977. It aims to preserve roofing techniques 
for shrines and temples as cultural properties, and to promote studies of those techniques. It also 
provides training programs for shrine and temple roofing craftsmen and cypress bark collectors, and 
undertakes initiatives for securing materials for the restoration of cultural properties.   
Related cultural properties
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Decoration of traditional buildings
Conservation organization of the technique
Japan Association for Historical Art and Architecture (Certified in 2007) [Kyoto] 
Description of the technique
The techniques for decorating architectural monuments of cultural significance include lacquer 
painting, coloring, producing metal ornaments, casting, and smithing. Various techniques have been 
introduced particularly along with Buddhism, such that ancient Buddhist temples were colored 
resplendently, and buildings other than temples also came to be popularly decorated.
These techniques not only have high design significance as building decorations, but also have 
functional significance, by preventing the surfaces of members from weathering. In the restoration 
of buildings, both of these aspects must be considered when selecting appropriate techniques and 
methods, and abundant knowledge and skills are required toward this end.
The seamless continuation of such decoration techniques is important to ensuring the conservation 
and restoration of architectural monuments at appropriate intervals, but because they are in small 
demand in general architecture, handing down the techniques in a continuous and effective manner 
is posing a difficult issue.
As presented above, techniques for the decoration of buildings is essential for the restoration of 
architectural monuments of cultural significance.  
Conservation organization of the technique
The Japan Association for Historical Art and Architecture is an organization of artisans who 
engage in the decoration of buildings in the four areas of lacquer painting, coloring, vermillion 
lacquering, and metal fittings. It aims to promote the decoration techniques and develop successors, 
by hosting general training programs on comprehensive building decoration techniques, and 
specialized and individualized training programs divided into the lacquer work group, coloring 
group and the metal works group.  
Related cultural properties
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Coloring of traditional buildings
Conservation organization of the technique
Association for the Preservation of the Nikko World Heritage Site 
Shrines and Temples (Certified in 1979) [Tochigi] 
Description of the technique
Coloring of architectural monuments is believed to have been introduced to Japan from the 
Chinese continent along with Buddhism. Thereafter, during the Heian Period (794-1185), techniques 
directly introduced from the continent were refined into distinctly Japanese techniques, and 
developed with resplendence. The tradition was applied to the interior of Buddhist pagodas during 
the medieval period, and was adopted in shrine buildings that are made in the shirakizukuri style 
using natural timber in the middle of the medieval period. Techniques for applying lacquer and 
flamboyant coloring both inside and outside of buildings developed particularly during the end of the 
Muromachi Period (1333-1573) and Momoyama Period (1573-1603).
In the modern age, oil-based paint and synthetic dyes became mainstream materials for building 
coloring, and also due to the lack of natural pigment resources and building coloring artisans, 
coloring is no longer applied to ancient buildings besides cultural properties under conservation and 
restoration today.
Coloring of architectural monuments is a special technique that is indispensable to the 
conservation of cultural properties.  
Conservation organization of the technique
The Association for the Preservation of the Nikko World Heritage Site Shrines and Temples 
engages in the preservation, restoration, surveys and research of the buildings of Nikko’s two 
shrines and temple (called nisha-ichiji, literally meaning “two shrines and one temple”) that 
comprise the World Heritage site known as the “Shrines and Temples of Nikko,” and particularly 
boasts outstanding coloring techniques using lacquer. The buildings of Nikko’s nisha-ichiji have 
been maintained and managed since the Edo Period (1603-1868) by periodic restoration, and the 
coloring technique that developed through this continuation of restoration works has been passed 
down through the generations. Patterns and sculptures are restored to their original appearance 
using lacquer base coating and traditional materials such as natural mineral colors based on diverse 
coloring techniques that include the okiage and mitsuda coloring techniques.  
Related cultural properties
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Lacquer painting of traditional buildings
Conservation organization of the technique
Association for the Preservation of the Nikko World Heritage Site 
Shrines and Temples (Certified in 2016) [Tochigi]
Description of the technique
Lacquer coating, with its unique color and gloss, is an essential technique for adorning 
architectural monuments in Japan, along with coloring and decorative metal fittings. The lacquer 
coating technique involves multiple steps. The wood that is to be become a member is hardened, and 
is treated to prevent cracks and otherwise reinforced. The base lacquer is then repeatedly applied and 
polished numerous times to create a smooth base, upon which a refined intermediate coating and top 
coating of lacquer are applied. For conservation and restoration of lacquer ware, the deterioration of 
the old coating film is determined, the damage is scraped away down to the affected coating layers, 
and lacquer is applied through the necessary processes. The tools that are used, and the blend and 
method of applying lacquer differ in each process, so skillful mastery is required, in addition to 
specialized knowledge and experience. The technique of lacquer-coating buildings is essential to the 
conservation of traditional architectural monuments such as shrines and temples, but oil-based and 
synthetic paints have become mainstream materials in architectural painting in modern years, such 
that the decline in the number of lacquer coating artisans has become a serious concern. 
Conservation organization of the technique
The Association for the Preservation of the Nikko World Heritage Site Shrines and Temples was 
founded in 1970 with the objective of conserving the 105 buildings and 5 facilities of Futarasan 
Shrine, Toshogu Shrine and Rinnoji Temple (together referred to as the Nikko nisha-ichiji, literally 
meaning “two shrines and one temple”) that are designated National Treasures and Important 
Cultural Properties (monuments), and or preserving the traditional lacquer-coating techniques they 
display. Composed of cultural property restoration specialists and lacquer-coating and coloring 
artisans, it aims to maintain and preserve the Nikko nisha-ichiji based on a long-term plan, and to 
hand down and further promote the lacquer-coating technique by carrying out surveys and research 
of lacquer, coloring, metal fittings, and other such techniques for the conservation and restoration 
of architectural monuments. The techniques and knowledge cultivated by the Association through 
the conservation and restoration of the Nikko nisha-ichiji, where lacquer-coated buildings are 
concentrated, have been handed down to relevant organizations via training programs, and are 
indispensable to the conservation and restoration of architectural monuments of cultural significance 
not only in Nikko but throughout Japan.  
Related cultural properties
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Roofing with kawara roofing tiles 
(hongawarabuki)
Conservation organization of the technique
Japan Association for Inheritance of Traditional Kawara-tile Roofing 
Skills (Certified in 2007) [Nara] 
Description of the technique
Hongawarabuki is a style of tile roofing in which round and square tiles are laid down alternately. 
It is seen in many temple and castle architectures, and other such traditional architectural monuments 
in Japan.
The hongawarabuki technique is one of the most important techniques in the conservation and 
restoration of architectural monuments of cultural significance. It requires advanced judgment and 
skills to determine the extent to which old tiles can be reused, and to tile the curved ends of the 
eaves and the graceful arches of the roof using traditional techniques, while giving consideration 
to maintaining a sense of unity between old and new tiles and devising measures to protect the 
ridge and valleys of the roof from rain and strong winds. After the early modern period, however, 
pantiles and pantile roofing were invented, which integrated the function of conventional hongawara 
tiles, and roofing tiles in general became widely popular. However, demand for honkawara tiles 
has declined in general architecture, and the number of craftsmen who possess advanced roofing 
skills has gradually decreased. Thus, measures are urgently sought to preserve the hongawarabuki 
technique, hand down the tradition, and develop successors. 
Conservation organization of the technique
The Japan Association for Inheritance of Traditional Kawara-tile Roofing Skills was founded 
in 2001, and has directed its efforts to both tile making and roofing, by developing craftsmen and 
handing down the tile roofing technique, with funding from the Japan Arts Council. It is also 
dedicated to preserving the traditional technique by offering practical workshops on producing 
various types of tiles, including onigawara tiles, and roofing workshops using these tiles.  
Related cultural properties
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Plastering (Japanese walls)
Conservation organization of the technique
National Cultural Property Wall Technical Preservation Meeting (Certified 
in 2002) [Aichi] 
Description of the technique
Plastering, known as sakan in Japanese, is a technique that is essential for the restoration of 
architectural monuments, and consists of various types of plastered walls, such as the Kyo-kabe that 
is used for shoin-style drawing rooms and tea rooms, and shikkui-kabe, or gypsum-plaster wall, 
that is used for castles and storehouses. Kyo-kabe was developed in the Kinai region around Kyoto 
and Nara, where colored clay was produced in abundance since ancient times, and has been used 
in various architecture. As it is characterized by finishes of diverse colors and applications that use 
colored clay indigenous to each region, a variety of techniques have also developed, and the art of 
plastering has become an important defining element in the internal and external appearances of 
buildings. It is important not only in terms of design but also structurally, and is expected to provide 
beautiful, strong walls particularly in the restoration of cultural properties. Toward this end, various 
skills are required in the selection of materials, such as bamboos and straw ropes that compose the 
foundation, the soil for creating the earthen wall, and spades, as well as in the assessment of the 
water retention of the wall and the use of trowels. Advanced mastery based on abundant experience 
is also required.
The number of craftsmen who possess the traditional Kyo-kabe plastering technique is declining, 
due to the drop in demand for wet construction methods in the general construction industry in 
recent years, and measures are urgently sought for preserving the techniques and developing 
successors.
It should be noted that the expression “Sakan (ancient Kyo-kabe)” is used to refer to the Selected 
Conservation Technique, to distinguish the traditional technique from the method of creating walls 
with thin textured finishes, which is becoming popular in new construction works and is also called 
Kyo-kabe today.
Conservation organization of the technique
The National Cultural Property Wall Technical Preservation Meeting promotes the conservation 
and restoration of cultural property buildings through efforts to preserve and hand down the 
traditional wall plastering technique by developing successors, as well as efforts to secure superior 
materials and exchange and accumulate studies and information on wall plastering.  
Related cultural properties
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Manufacture of traditional fittings
Conservation organization of the technique
National Association for the Preservation of Traditional Fitting 
Techniques (Certified in 2008) [Aichi] 
Description of the technique
The production of fittings refers to techniques for creating shitomido latticed shutters, latticed 
doors and paneled doors.
Fittings are made mainly using knot-free wood with subtle wood grains. Hinoki cypress is favored 
for its minimal drying deformity, but cedar, pine, zelkova, and Judas tree materials are also used. 
The production of fittings involves timber conversion, correction, cutting, sizing, joint processing, 
finishing and assembling, in this order, and joiners produce not only such joineries as paneled 
wooden doors, latticed shutters, wooden siding doors, latticed doors and paneled doors, but also such 
fixtures as latticed windows and the katomado tulip-shaped windows.
Fittings are made by assembling multiple numbers of small members, and unlike carpentry, 
require millimeter-level accuracy. Moreover, since very little is hidden, there is no room for cover-
ups, and even the slightest deviation or scratch is impermissible. Meticulous attentiveness, advanced 
skills, and abundant experience are required.
In recent years, fittings are hardly repaired for reuse, and old-fashioned fittings rarely need to be 
made. There are few craftsmen today who possess advanced fitting techniques, and the traditional 
techniques are gradually being lost. Thus, measures for preserving the techniques and developing 
successors are urgently sought.   
Conservation organization of the technique
The National Association for the Preservation of Traditional Fitting Techniques offers various 
training opportunities to study and reproduce the characteristic designs and techniques of fittings 
representing various periods in history.  
Related cultural properties
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Production of tatami mats
Conservation organization of the technique
Association for the Preservation of Cultural Property Tatami (Certified in 
2008) [Kyoto] 
Description of the technique
In ancient times, tatami was used in okidatami style as single mats, to serve as a bed overlay in 
the homes of powerful clan members, and as a floor “cushion” or bedding in palatial residences of 
aristocrats made in the traditional shindenzukuri architectural style. Thereafter, it came to be placed 
around the periphery of rooms or spread over entire rooms. Eventually in the Muromachi Period 
(1336-1573), the practice of covering the floor with tatami was popularized with the development of 
the shoinzukuri-style of architecture, and gradually spread to the homes of the common people after 
the early modern period.
In the production of tatami mats, the tatami-doko, or inner core, is first made by piling straw 
alternately in horizontal and vertical orientation and sewing them together with hemp yarn. The 
tatami-omote, or surface material made of woven soft rush (igusa) straw, is then attached to the 
tatami-doko, and a tatami-beri, or edging, is sewn to both sides (with some exceptions, such as the 
Ryukyu-omote, which has no edging).
When making tatami, it is necessary to accurately measure the size and shape of the room, 
and process and adjust each tatami-doko according to the measured dimensions. In architectural 
monuments of cultural significance, decorative edgings (monberi), such as the Korai-beri and 
Ungen-beri, are also often used. When sewing these edgings, it is important to mutually match 
the patterns on edgings that adjoin each other in parallel or at a right angle to each other. This 
workmanship is called mon-awase (literally, “pattern matching”).
Tatami production techniques require advanced mastery to perform the series of processes, from 
making non-standard tatami mats to match rooms of diverse sizes and shapes, to sewing on special 
monberi edgings while matching the patterns, and covering the entire floor with tatami.
However, in recent years, tatami cores made of lightweight synthetic building materials have 
become popular in the general construction industry, and edgings that require pattern-matching are 
hardly used. The number of craftsmen who possess traditional tatami production techniques has thus 
declined dramatically. 
Conservation organization of the technique
The Association for the Preservation of Cultural Property Tatami is dedicated to developing 
successors of tatami production, giving particular attention also to preserving the special mon-awase 
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Restoration of wooden sculptures
Conservation organization of the technique
Bijyutsuin (Certified in 1976) [Kyoto]
Description of the technique
Wooden sculptures have continued to be the mainstream type of sculptures in Japan over many 
years, and their production techniques have gone through a unique course of development since the 
Heian Period (794-1185).
Their molding techniques, inner structures, and finishing techniques have undergone many 
changes throughout the history of wooden sculptures in Japan, and the same is also true for 
restoration techniques. To restore such wooden structures today, not only are the above techniques 
required, but efforts must also be made to respect the original condition of the sculpture to be 
restored as much as possible and to apply restoration that has permanence, based on a deep 
understanding of the styles and historical characteristics of each sculpture and a discerning selection 
of materials and techniques. Toward this end, proper judgment and advanced techniques based on 
years of restoration experience are required.
Conservation organization of the technique
Bijyutsuin was originally established as a department in charge of restoring national treasures 
within Nihon Bijyutsuin, an art institute established by Tenshin Okakura in 1898, and has been 
entrusted with the restoration of cultural properties with funding from the National Treasury since its 
establishment until today. It has undertaken the restoration of most of the wooden sculptures (Buddhist 
statues, sculptures of deities, etc.) that are designated a National Treasure or Important Cultural 
Property, and also actively engages in the restoration of wooden sculptures in general, whether they 
are designated as cultural properties by local governments or not designated at all. 
Related cultural properties
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Restoration techniques for mounts
Conservation organization of the technique
Association for the Conservation of National Treasures (Certified in 1995) 
[Kyoto] 
Description of the technique
In Japan, cultural properties such as paintings, written documents, and ancient documents 
have been passed down to this day through more than a thousand years to several hundred years. 
However, Japan’s unique climate of high temperatures and humidity does not necessarily provide a 
good environment for such cultural properties, which are susceptible to corrosion and insect damage 
caused by dampness and mold. Yet, many cultural properties have been passed down to today, owing 
to the efforts of predecessors who respected and treasured such properties, and also owing in large 
part to the art of mounting, based on outstanding traditional conservation and restoration techniques. 
The Japanese art of mounting is unique to Japan and seen nowhere else in the world, and is recently 
garnering attention not only from relevant fields but also from throughout the world.
Calligraphic works and paintings dating from ancient Japan are mostly made of paper and silk, 
which are easily affected by seasonal changes in temperature and humidity, so items were rarely 
passed down through the generations in their original form. Rather, they have been passed down by 
reinforcing the original paper with paper and adhesive paste and mounting them as scrolls, hanging 
scroll paintings, folding screens, and folding books. In other words, it is not an exaggeration to say 
that these cultural properties have been preserved solely owing to their paper and paste lining. For 
this reason, the lining paper that supports the original paper must be replaced once every fifty to a 
hundred years, to maintain and preserve such vulnerable cultural properties for later generations. 
Their restoration involves dismantling the mounting, removing the old lining paper, mending, 
replacing the lining, and re-mounting. It is desirable to maintain an environment where various types 
of cultural properties can always be easily dismantled and given new life.  
Conservation organization of the technique
The Association for the Conservation of National Treasures is an organization of restoration 
specialists who specialize in the conservation and restoration of National Treasures, Important 
Cultural Properties, and other such cultural properties (fine arts and crafts). Its scope of restoration 
mainly includes Japanese and Asian paintings, calligraphy and classical books, ancient documents, 
and historical literature.   
Related cultural properties
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Ukiyoe woodblock printing techniques
Conservation organization of the technique
Association for the Conservation of Ukiyoe Woodblock Printing 
Techniques (Certified in 1978) [Tokyo]  
Description of the technique
Woodblock techniques have been used since the Nara Period (710-794), to make Buddhist prints, 
printed books, and various other printed items. The techniques advanced in great strides during the 
Edo Period (1603-1868), owing to the many ukiyoe artists with exceptional talent who were active 
during this period, such as Harunobu, Utamaro and Sharaku. By the end of the Edo Period, ukiyoe 
woodblock print techniques developed into an extremely elaborate art. Thereafter, artists such as 
Kiyochika Kobayashi were active during the Meiji Period (1868-1912), and woodblock print artists 
such as Goyo Hashiguchi, Shinsui Ito, and Hasui Kawase left many masterpieces during the Taisho 
Era (1912-1926). However, the numbers of woodblock engravers (horishi) and printers (surishi) 
declined, due to the development of machine printing technologies and the lack of rough sketch 
artists. After the war, engraving and printing techniques have somehow been kept alive mainly 
through the reprinting of ukiyoe masterpieces of bygone times.
Ukiyoe discolors easily, and their preservation and display are bound by various constraints. 
Therefore, prints that have been faithfully reproduced by traditional techniques are necessary, and 
also play a large role in the dissemination of ukiyoe. Furthermore, woodblock printing techniques are 
invaluable not only to reprinting ukiyoe woodblock prints, but also to the preservation and utilization 
of cultural properties, as seen by the reproduced prints of the Tales of Genji and other famous tales.  
Conservation organization of the technique
Engravers (horishi) and printers (surishi) of woodblock prints are mostly concentrated in Tokyo 
and its surrounding areas, and have engaged in the reprinting of ukiyoe woodblock prints for print 
publishers such as Adachi, Watanabe, and Takamizawa. However, the numbers of horishi and surishi 
who possess advanced techniques have declined due to old age, with few people to take after them, 
so the Association for the Conservation of Ukiyoe Woodblock Print Techniques was established to 
promote ukiyoe woodblock printing techniques and develop successors. Composed of horishi and 
surishi from Tokyo and the Kansai region, it has thus come to engage in dedicated activities for the 
preservation and continuation of ukiyoe woodblock printing techniques.   
Related cultural properties
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Production and restoration of festival floats
Conservation organization of the technique
Association of Artisans for the Production and Restoration of Festival 
Floats (Certified in 2002) [Kyoto] 
Description of the technique
Techniques for the production and restoration of festival floats consist of various traditional 
techniques, including woodwork, sculpture, lacquer work, dyeing and weaving, metal works, and 
doll making. These techniques are organically brought together to create festival floats that could 
be described as elaborate and gorgeous works of craftsmanship. The succession of these techniques 
requires comprehensive initiatives premised on their practical use.
Among these techniques, there are those that are concentrated in a certain region, such as the 
tsuzureori figured brocade and embroidery techniques of Kyoto City and the woodwork techniques 
of Takayama City, and those that have high locality. In either case, technical succession has become 
difficult, due to the lack of prospects for regular demand.  
Conservation organization of the technique
The Association of Artisans for the Production and Restoration of Festival Floats is a sub-
committee of the National Federation of Yama and Hoko Floats, which is composed of organizations 
for the preservation of festivals designated Important Intangible Folk Cultural Properties by the 
government, and has a membership of artisans who engage in the production and restoration of 
floats that are used in festivals. These artisans represent a wide range of fields that play an important 
part in the production and restoration of floats, such as the woodwork, lacquer work, metal works, 
sculpture, and dyeing and weaving fields.   
Related cultural properties
Tangible cultural properties (fine arts and crafts)
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Conservation techniques for cultural 
property gardens
Conservation organization of the technique
Association of Artisans for the Conservation of Cultural Property 
Gardens (Certified in 2002) [Kyoto] 
Description of the technique
Conservation techniques for garden designated as cultural properties are essential to maintaining 
and managing cultural property gardens and handing them down to later generations. They include 
land subdividing techniques for determining the design and shape of gardens, stone arrangement 
techniques that give structure to the landform, water treatment techniques that create a garden’s 
overall landscape, management techniques for vegetation that decorate the landscape, management 
techniques for structures and stone objects that introduce a change in the landscape, and techniques 
for making minor arrangements and alterations to the garden space. Japanese gardens are maintained 
through a mutual overlapping of the domains of each technique.
Gardens need to be managed based on an understanding of their relationship with stone 
arrangements, and require deep knowledge of cultural property gardens and advanced techniques for 
maintaining their intrinsic aesthetic balance.
In recent years, the numbers of park management specialists have increased, but the numbers of 
artisans with competent skills have decreased, as have the numbers of young people who engage in 
garden conservation.  
Conservation organization of the technique
The Association of Artisans for the Conservation of Cultural Property Gardens was established in 
2002, with the objective of preserving techniques for the conservation of cultural property gardens 
and developing successors, and is composed of artisans and academic experts who engage in the 
conservation, maintenance and management of cultural property gardens. It offers technical training 
programs on land allotment, stone arrangement, water treatment, and plant management techniques 
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Conservation techniques for cultural 
property stone walls
Conservation organization of the technique
Association for the Conservation of Cultural Property Stone Walls (Certified 
in 2009) [Hyogo] 
Description of the technique
Conservation techniques for cultural property stone walls refer to techniques for the dismantling 
and restoration of stone walls and masonry structures such as of castles and other monuments 
that are designated as historical sites. Accurate restoration requires proper assessment of the 
conditions of stone walls, and capacities to precisely determine the scope of dismantlement and 
carefully plan the process of dismantling to rebuilding stone walls. Furthermore, not only is extreme 
meticulousness required in the processes of procuring, hewing and finishing stone elements that are 
to be replacements, but advanced techniques and abundant experience are also required.
The techniques for conservation of stone walls and stone structures of castles and other 
monuments that are designated as historical sites are important for steadily handing down the 
essential values of historical sites to the next generation, and the refinement of traditional techniques 
is indispensable to achieving high-precision restoration. It is also important to study and revive the 
traditional conservation techniques for stone walls that are no longer used today.
Measures are sought to preserve and hand down the conservation techniques for cultural property 
stone walls, as they are techniques that are essential to the restoration of stone walls and stone 
structures of castles and other monuments that are designated as historical sites, as discussed above.  
Conservation organization of the technique
The Association for the Conservation of Cultural Property Stone Walls was established in 2008 
in consideration of the decreasing trend of opportunities and artisans to hand down the techniques 
related to the conservation and succession of cultural property stone walls. Its objectives are to help 
artisans and craftsmen who engage in the conservation and succession of cultural property stone 
walls specialists of further refine their skills, exchange information among other members, and 
ensure the techniques are handed down to the next generation.  
Related cultural properties
Monuments (historical sites)
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Production of strings for Japanese musical 
instruments
Conservation group of the technique
Kinomotocho Association for Preservation of the Production of Strings 
for Japanese Musical Instruments (Certified in 1991) [Shiga]
Asaimachi Association for Preservation of the Production of Strings for 
Japanese Musical Instruments (Certified in 1991; de-certified in 2005) [Shiga]
Description of the technique
The production of strings for Japanese musical instruments refers to the technique of 
manufacturing strings for Japanese musical instruments from raw silk. It is a technique that is 
essential to the preservation not only of musical fields that are designated Important Intangible 
Cultural Properties, but also of theater performances and dances accompanied by music that uses 
string instruments.
Strings for Japanese musical instruments are made through many processes, from reeling raw 
silk from the original string, to doubling, twisting, stretching, winding, and dyeing the strings. 
Craftsmen who assume a central role in manufacturing the strings are expected to be thoroughly 
knowledgeable of the entire manufacturing process, and to have outstanding skills based on 
knowledge and experience, because not only are there many types of strings, but each performer has 
his own detailed requests. It is particularly important to have advanced skills in the string twisting 
process and other core processes. The manufacture of strings for Japanese musical instruments is 
thus an essential technique for the preservation and continuation of various performing arts that are 
designated Important Intangible Cultural Properties.
About the conservation group
The production of strings for Japanese musical instruments became a popular sideline business 
among farmers in communities mainly in the Yogogawa and Kusanogawa river basins in the 
Kohoku region, since the early Edo Period (1603-1868). Raw silk made in the two areas had distinct 
characteristics, such that strings for Japanese musical instruments (shamisen and koto) were made 
in the Yogogawa river basin area (Kinomotocho town), and raw silk for Noh costumes and luxury 
fabrics was made in the Kusanogawa river basin area (Nagahama city, formerly known as Asaimachi 
town).
The Kinomotocho Association for Preservation of the Production of Strings for Japanese Musical 
Instruments inherits the Yogogawa river basin area’s tradition of manufacturing strings for Japanese 
musical instruments. The Asaimachi Association for Preservation of the Production of Strings for 
Japanese Musical Instruments inherited the Kusanogawa river basin area’s tradition of manufacturing 
strings for Japanese musical instruments, but was unfortunately de-certified as a conservation group 
in 2005. 
Related cultural properties
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Production of Kabuki stage properties
Conservation group of the technique
Association for the Preservation of Kabuki Stage Property Production 
Techniques (Certified in 2006) [Tokyo] 
Description of the technique
Kabuki stage properties refer to a wide range of items other than large sets and costumes that 
are used on the Kabuki stage, and include furniture and fixtures, the personal effects of actors, 
conveyances such as palanquins and litters, foods in general, natural phenomena such as snow and 
clouds, and parts of the human body, such as bones and chopped-off hands and feet. Such properties 
are indispensable to Kabuki performances, which are designated an Important Intangible Cultural 
Property.
Generally, actual objects that continue to be used today, such as rice bowls, may be used as stage 
properties, but like armors and swords, there are many items that are no longer used in ordinary 
lifestyles, and must be newly made for the stage. Particularly in Kabuki, where overall beauty of style 
is pursued, properties are specially crafted in response to the various conventions of the characters 
in each performance, without being particular about using items in real life. To enhance the dramatic 
effect, they are crafted with creativity and gimmicks that are not readily apparent. For example, they 
are made larger than life, made lighter and stronger, or made so that they can be handled as desired 
without danger. At the same time, even parts that are invisible to the spectators are meticulously 
crafted to make them as real as possible, in consideration of the psychological impact they have on 
the performers. For these reasons, producers of Kabuki properties are required to have not only the 
knowledge and technique of making authentic properties, but also advanced skills to satisfy the 
requests from performers and property masters (staff in charge of handling properties for theatrical 
performances), and a deep understanding of Kabuki.
About the conservation group
The Association for the Preservation of Kabuki Stage Property Production Techniques was 
founded within Fujinami-Kodougu Co., Ltd., a company that engages in the production of Kabuki 
properties, and is dedicated to refining and carrying on the techniques of producing properties for 
Kabuki.
Related cultural properties
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Production and restoration of Kabuki stage 
costumes
Conservation group of the technique
Association for Preservation of Production and Restoration Techniques 
for Kabuki Stage Costumes (Certified in 2002) [Tokyo] 
Description of the technique
The styles, colors and patterns of Kabuki stage costumes differ according to each character. 
The costumes have been refined over many years by reflecting actors’ requests and spectators’ 
preferences, and have become an important component of the unique beauty of Kabuki theater. Once 
the program has been decided and roles assigned, the costumes are arranged in consultation with 
each actor. A costume is selected from a collection of existing costumes, and is re-sewn to match 
the actor’s physical build. When major alterations are required, or when a new costume needs to be 
made, dyed fabrics and fabrics decorated with embroidery are collected and sewn into a costume. 
During a performance, actors must be fitted, costumes ironed, stains taken out, sleeves re-bound, and 
other such tasks attended to every day. Kabuki stage costumes are maintained by the production of 
diverse costume fabrics, tailoring techniques, fitting techniques during performances, and alterations 
that are made as required, and support the art of Kabuki.
About the conservation group
The Association for Preservation of Production and Restoration Techniques for Kabuki Stage 
Costumes was established within Shochiku Costume, a company that engages in the production 
of Kabuki stage costumes, and is dedicated to refining and carrying on the techniques for the 
production and restoration of Kabuki stage costumes. 
Related cultural properties
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Production of Kabuki sets 
(scenery paintings)
Conservation group of the technique
Association for Preservation of Kabuki Set (Scenery Painting) 
Production Techniques (Certified in 2002) [Tokyo]
Description of the technique
Kabuki sets are made based on colored drawings of stage scenes. They include buildings such as 
houses, temple gates and ships; harimono, which are two-dimensional drawings such as of rocks and 
trees that are cut out and pasted on wooden frameworks; marumono, such as lanterns and tree stumps 
that are made in three dimensions; and tohmi, or drawings of distant views. Techniques related to 
stage sets are roughly divided into the techniques for creating parts by assembling frames using 
square timbers and steel beams and pasting veneer boards, cloths, or paper on the frame; techniques 
for drawing and painting pictures on these parts; and techniques for installing and moving the 
finished sets. The techniques of producing Kabuki sets (scenery paintings) refer to the techniques 
for drawing and painting pictures, and those who engage in these tasks are called eshi (painters). 
Sometimes, the drawing and painting are divided into two separate tasks, respectively performed by 
eshi (illustrators) and nurikata (painters).
About the conservation group
The Association for Preservation of Kabuki Set (Scenery Painting) Production Techniques was 
founded within Kanai Odougu Co., Ltd., a company that has engaged in the production of Kabuki 
sets, and is dedicated to refining and carrying on the techniques for the production of Kabuki sets. 
Related cultural properties
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Production and restoration of Kumiodori 
tools and costumes
Conservation group of the technique
Association for the Preservation of Production and Restoration 
Techniques for Kumiodori Tools and Costumes (Certified in 2009) [Okinawa]
Description of the technique
Kumiodori was first performed in 1719 as a dance which was put on by the Ryukyu Kingdom to 
entertain envoys from China (this type of dance was called Okansen-odori). It was recognized as an 
Important Intangible Cultural Property in 1972 as a performing art composed of dialogues, music 
and dance, carried on mainly by the Ryukyu Kingdom.
The production and restoration of Kumiodori tools and costumes refers to the techniques 
of producing and restoring tools such as staffs, jingasa hats and amigasa straw hats that are 
indispensable to Kumiodori dance performances, and traditional costumes for each character. 
Producing and restoring kumiodori tools and costumes requires not only advanced production and 
restoration techniques, but also a deep understanding of each Kumiodori program. The techniques 
had been protected by the Ryukyu Kingdom, but after the Meiji Era (1868-1912), the number of 
technique holders has decreased considerably, accompanying social changes. Nevertheless, the 
techniques for the production and restoration of Kumiodori tools and costumes are essential to the 
preservation of the Important Intangible Cultural Property.
About the conservation group
The Association for the Preservation of Production and Restoration Techniques for Kumiodori 
Tools and Costumes is mainly composed of artisans who have trained under the late Mitsufumi 
Shimabukuro, a holder of the production technique for kumiodori tools, which has been designated 
a Nationally Selected Conservation Technique. In addition to investigating, studying and producing 
Kumiodori tools and costumes, Mr. Shimabukuro also devoted himself to developing successors. 
After his death, a member of the Association inherited the production activities as a successor of the 
techniques.
Related cultural properties
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Production of Ryukyu indigo
Conservation group of the technique
Association for the Preservation of Ryukyu Indigo Production 
Techniques (Certified in 2002) [Okinawa]
Description of the technique
Ryukyu indigo is a different type of indigo from that used on the main island of Japan, and is an 
indispensable raw material for most of the diverse traditional dyeing techniques in Okinawa.
The leaves of the Ryukyu indigo plant (low-lying grass belonging to the Acanthaceae family) 
are immersed in water, fermented, and mixed with limewater, and the indigo pigment is allowed to 
settle, to obtain a sludge of Ryukyu indigo. Dye artists further process this indigo and ferment it 
more before using it as indigo dye.
The production of Ryukyu indigo requires advanced cultivation management skills to grow good-
quality indigo leaves. It also calls for a strong mind and body that could withstand the hard work 
that is involved in the cultivation and production of indigo, and long years of experience and training 
to assess the fermentation state and amount of limewater needed. In the olden days, indigo leaves 
were cultivated and indigo was actively made in the northern region of the main island of Okinawa, 
centered on Motobucho town. After the war, however, demand for Ryukyu indigo declined due to the 
popularity of chemical dyes, such that the numbers of Ryukyu indigo dye and indigo leaf producers 
also decreased dramatically.
About the conservation group
The Association for the Preservation of Ryukyu Indigo Production Techniques was founded 
with the objective of preserving the techniques for producing Ryukyu indigo, and of developing 
successors. It is mainly headed by Mr. Seisho Inoha, a holder of the Ryukyu indigo production 
technique, which has been designated a Nationally Selected Conservation Technique, and is 
composed of indigo production artisans, indigo plant producers, and academic experts. The 
Association contributes to preserving and carrying on the techniques through various projects, and 
has thus far produced a video recording of Ryukyu indigo production techniques.
Related cultural properties






























Conservation Groups of Technique Relating to Intangible Cultural Property
205
Manufacture of tamahagane traditional 
steel (tatarabuki)
Conservation group of the technique
Association for the Preservation of Japanese Art Swords (Certified in 1977) 
[Tokyo] 
Description of the technique
High-quality tamahagane steel is indispensable for the production of Japanese swords, which is 
designated an Important Intangible Cultural Property. By using tamahagane as the main material, 
Japanese swords exhibit excellent performance, and swords of high artistic value are created. Today, 
such steel is made by the tatarabuki steel-making method, which originated in the Edo Period, but 
the tatarabuki method had ceased once after the war. No steel has so far been made that surpasses 
the tamahagane. To expend all possible means to protect the production of art swords as a cultural 
property, it is necessary to ensure the tradition of the tamahagane by reproducing the tatarabuki 
method, preserving the traditional technique as a whole, and developing successors.
The tatarabuki method for refining tamahagane mainly requires a chief steelmaker who has 
knowledge of building and operating the tatara furnace and has acquired the technique at a high 
level, and the guidance of a murage, or foreman, who assumes the role of general overseer.
About the conservation group
The tatarabuki method of refining tamahagane is based on the skill and knowledge of the murage, 
and involves such processes as obtaining and securing raw materials (iron sand) and fuel (charcoal), 
the construction and operation of a pure iron sand collection facility for processing products and 
the tatara furnace, the distribution of the produced tamahagane to master sword craftsmen, and 
the development of successors. Moreover, these processes must be undertaken comprehensively and 
effectively. The Association for the Preservation of Japanese Art Swords promotes the reproduction 
of the tatarabuki method to ensure the production of tamahagane, and ultimately aims to preserve 
and protect Japanese art swords and strengthen efforts for preserving the techniques of forging 
Japanese swords.
Related cultural properties
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Production of Awa indigo
Conservation group of the technique
Association for the Preservation of Awa Indigo Production Techniques 
(Certified in 1978) [Tokushima] 
Description of the technique
Indigo has been widely used since olden days as a robust, practical paint. As seen by the many 
examples of its usage that can be found in the history of dyed and woven textiles, it is indispensable 
to the restoration of such textiles and to traditional dyeing and weaving techniques that have been 
passed down to this day. A small number of dye shops remains today throughout Japan, and indigo 
dyeing is still practiced, but it is becoming difficult to obtain good-quality indigo dye. Furthermore, 
as it is practically impossible to obtain indigo other than Awa indigo today, it is necessary to protect 
Awa indigo, develop indigo artisans, and preserve and carry on the traditional dyeing techniques.
About the conservation group
The Association for the Preservation of Awa Indigo Production Techniques was established with 
the objective of supporting the few artisans who engage in the production of Awa indigo and possess 
the invaluable craftsmanship, to maintain and promote traditional Awa indigo production techniques 
and address the urgent issue of developing successors. 
Related cultural properties
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Production and manufacture of plant-dyes 
(safflower, gromwell)
Conservation group of the technique
Association for the Preservation of Japanese Folk Craft Techniques 
(Certified in 1979) [Tokyo]
Description of the technique
Safflower and gromwell have been indispensable to dyeing, as a representative plant-dye in 
Japan since olden days. In recent years, however, the decline in their cultivation and production, 
and difficulty in collecting them are posing a large issue to the traditional textile dyeing industry. 
Safflower used to be popularly cultivated throughout Japan during the Edo Period (1603-1868), but 
dramatically decreased after the end of the Edo Period and Meiji Period (1868-1912), due to imports 
from China and the development of new dyes, and its cultivation area has become extremely limited 
in recent years. Gromwell is a perennial plant that is found in the mountains and wilderness. Its root 
is dried and used not only as dye, but also as a drug. However, not only has wild gromwell decreased 
due to changes in the natural environment, but its cultivation has also been said to be difficult, as it 
is unsuited for continuous cropping. Nevertheless, gromwell has been experimentally cultivated in 
recent years for use as a dye or drug, with certain results.
Given this situation, it is necessary to secure successors to undertake the process from cultivating 
safflower, to picking and soaking the flowers, stomping on the flowers, letting the flowers stand, and 
making safflower paste, and to actively cultivate and secure supplies of gromwell.
About the conservation group
The Association for the Preservation of Japanese Folk Craft Techniques was established to 
preserve the techniques and skills related to crafts that have been passed down through the 
generations in Japan, and to secure the necessary materials for those crafts. Particularly with regard 
to safflower, it works to secure successors in cooperation with safflower producers in Yamagata 
prefecture, and with regard to securing gromwell, it engages in cultivation in cooperation with 
researchers and gromwell growers in Hokkaido.
Related cultural properties
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Karamushi plant (choma) production and 
fiber extraction
Conservation group of the technique
Showamura Association for Preservation of Karamushi Production 
Techniques (Certified in 1991) [Tokyo]
Description of the technique
Various types of hemp are used as clothing materials, including cannabis (taima), ramie (choma) 
and flax (ama). Among these varieties, karamushi, which is a type of choma belonging to the 
Urticaceae family of perennial plants, has been regarded as an important material for high-quality, 
plain-woven hemp cloths, because its thin and long fibers are strong and have a rich shine. It used 
to be cultivated throughout Japan, but today it is mainly produced in Fukushima and Okinawa 
prefectures only.
In the production of Ojiya-chijimi and Echigo-jofu, which are traditional fabrics designated as 
Important Cultural Properties, hemp thread made by hand-spinning ramie fiber (bast fiber) extracted 
from the karamushi plant has been used as a basic material since olden days. The Association for the 
Preservation of Production Techniques for the Important Intangible Cultural Property of Echigo-
jofu and Ojiya-chijimi, the organization that possesses the techniques for producing the traditional 
fabrics, has also used high-quality ramie fiber that has traditionally been made in Showamura 
village in Onuma province, Fukushima prefecture, in its activities for preserving and carrying on the 
techniques.
The techniques of producing karamushi (choma) in Showamura, which involves a three-
year process of planting seeds, slash and burn farming, and fertilizing, followed by reaping and 
harvesting, and the fiber extraction technique, which involves carefully peeling away the rough bark 
of selected karamushi plants and extracting quality ramie fibers, are essential to the preservation and 
succession of Ojiya-chijimi and Echigo-jofu as Important Intangible Cultural Properties.
About the conservation group
The Showamura Association for Preservation of Karamushi Production Techniques was 
established with the main objective of preserving and carrying on the invaluable karamushi 
production techniques that have been kept alive in Showamura. Since its establishment, it has 
continued to supply quality raw materials (ramie fibers) while studying and investigating the 
production of outstanding karamushi plants based on traditional processes, and obtaining the 
cooperation of local stakeholders in pursuing activities for preservation of the techniques. 
Related cultural properties
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Hand-spinning choma hemp threads
Conservation group of the technique
Miyako Association for the Preservation of Bunmi (Certified in 2003) [Okinawa] 
Description of the technique
Choma thread hand-spinning refers to the technique of making thread by hand-spinning 
(connecting) fibers extracted from the choma plant (also called karamushi (Boehmeria nivea var. 
nipononivea) or bu; perennial plant of the Urticaceae family). Choma thread is the main material for 
textiles such as the Miyako-jofu, a fabric designated as an Important Intangible Cultural Property, 
and the choma thread hand-spinning technique is an essential technique for the preservation and 
continuation of Miyako-jofu and other textile dyeing arts in Okinawa. Fibers are taken from the 
surface of the stem of the choma plant, torn into narrow strips, and spun by hand to made a long 
thread. The wefts are connected by twisting together the base and tip of narrowly torn strips of fiber, 
without making any knots. The warps are connected by twisting together two extremely thin strips 
of fiber.
On the Miyako and Yaeyama Islands of Okinawa, most thread spinning artisans cultivated their 
own choma plant and undertook the entire process of making threads, but the aging of such artisans 
has become a conspicuous issue. 
About the conservation group
The Miyako Association for the Preservation of Bunmi was established in 2002 to preserve the 
techniques for producing and hand-spinning choma fibers that have been handed down through the 
generations in various parts of the Miyako Islands, and to develop successors of the techniques. 
Composed of mainly choma producers and holders of the choma hand-spinning technique, the 
Association has thus far implemented projects for the preservation of the choma thread hand-
spinning technique throughout Miyako, to contribute to preserving and carrying on the technique.
Related cultural properties
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Production and refining of Japanese 
lacquer
Conservation group of the technique
Japan Cultural Property Lacquer Association (Certified in 1976) [Tokyo] 
Japan Society for the Preservation of Lacquer Collecting Techniques 
(Certified in 1996) [Iwate]
Description of the technique
Japanese lacquer has superior translucence, adhesiveness and fastness, and is an indispensable 
raw material for the production of lacquer art and other intangible cultural properties, and for the 
preservation and restoration of lacquer ware and other tangible cultural properties made of lacquer. 
However, because Japan depended on imports of foreign lacquer (mainly from China) after the Meiji 
Era (1868-1912), the businesses of planting lacquer trees and collecting lacquer declined in Japan, 
such that Japanese lacquer presently accounts for a mere one percent of total consumption in Japan.
Techniques related to lacquer production include the cultivation and management of lacquer 
trees, and the tapping and collection of lacquer without damaging the trunk of the lacquer tree. The 
collected lacquer solution must be refined into transparent or black lacquer before it can be applied 
as a lacquer coating.
About the conservation group
Japan Cultural Property Lacquer Association was established with the objective of securing 
supplies of Japanese lacquer (called cultural property lacquer) for the production of lacquer ware and 
for the preservation and restoration of cultural properties, and is mainly composed of lacquer ware 
artists and restoration specialists, including holders of Important Intangible Cultural Properties. 
It has created lacquer tree planting areas in Jobojimachi, Ninohe city, Iwate prefecture and in 
Yamagatamachi, Hitachi-Omiya city, Ibaraki prefecture to secure Japanese lacquer that is needed 
for the preservation of cultural properties, and to provide training in lacquer cultivation and refining 
techniques.
The Japan Society for the Preservation of Lacquer Collecting Techniques was established with 
the objective of preserving and promoting lacquer collecting techniques, and is mainly composed 
of artisans who engage in collecting lacquer in Ninohe city in Iwate prefecture, Kyoto prefecture, 
and Okayama prefecture. It provides training programs for the development of lacquer collecting 
artisans, and creates records of lacquer collecting techniques.
Related cultural properties
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Production of tools for handmade washi 
paper
Conservation group of the technique
National Association for the Preservation of Production Techniques for 
Handmade Washi-making Tools (Certified in 1976) [Kochi]
Description of the technique
Handmade washi is not only beautiful, but also has strong folding endurance, tearing strength, 
rupture strength, and water resistance. It is highly acknowledged throughout the world as paper with 
excellent preservation properties, and is an indispensable item for the preservation and restoration of 
cultural properties in Japan, as well as for the restoration of murals and ancient documents and the 
preservation of various cultural properties in Europe. The characteristic properties of washi are born 
from the nagashisuki shaking and scooping process using a viscous fluid called neri, and from the 
use of strong and exquisite paper-making tools.
Years of experience as a dedicated washi artisan are needed to produce paper-making tools, such 
as the bamboo screen and wooden frame, because washi artisans must be fully familiar with the 
process of making handmade washi, be able to discern materials that are strong against water and 
drying, and make subtle adjustments for complex specifications that are required for each of the 
various types of paper that are made.
About the conservation group
The National Association for the Preservation of Production Techniques for Handmade Washi-
making Tools was founded by a group of artisans of handmade washi-making tools. Since 1976, it 
has continued to engage in the development of successors by directing its efforts to training tool-
making artisans.
Related cultural properties
Intangible cultural properties (craft techniques) 
有形文化財・無形文化財等関係
保存技術保存団体
Conservation Groups of Technique Relating to
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Production of charcoal
Conservation organization of the technique
Association for Preservation of Charcoal Production Techniques for 
Traditional Crafts (Certified in 2014) [Okayama] 
Description of the technique
Charcoal production refers to the techniques for producing charcoal, which is an indispensable 
material for technical artwork and for the preservation and restoration of tangible cultural properties. 
For example, pine charcoal is used as fuel in tatara steel-making and the forging of Japanese swords, 
and Suruga charcoal (charcoal from Japanese wood-oil tree) is used to polish lacquer ware and metal 
works. The raw material and production method vary according to what the charcoal is to be used 
for, so making charcoal demands specialized knowledge and experience.
The traditional kiln-firing method of charcoal production in Japan uses two types of fire 
extinguishing methods to produce either black or white charcoal. The pine charcoal that is used in 
tatara steel-making and in the forging of Japanese swords is black charcoal, and is made by sealing 
the kiln and putting out the fire after carbonizing the raw wood to a moderate degree and allowing 
the kiln to cool down naturally. Charcoal made according to this method is soft and readily ignitable, 
and can easily reach high combustion temperatures, so it is suited to processing metal. Surugazumi, 
ho’ozumi and tsubakizumi charcoals for polishing purposes are white charcoals, made by 
carbonizing wood materials at a high temperature and taking them out of the kiln during combustion 
so they cool off outside the kiln. Polishing charcoals made in this way are moderately hard, and can 
be shaped with a saw or whetstone to match the curved surfaces of the item to be polished, so it is 
suited to polishing lacquer ware and metal works that have a complex shape.  
About the conservation organization
The Association for Preservation of Charcoal Production Techniques for Traditional Crafts is an 
organization committed to preserving charcoal production techniques and developing successors. 
To preserve and promote charcoal production techniques as part of the initiative to protect cultural 
properties, it directs its efforts to preserving and passing down the techniques through ongoing 
activities for the refinement of charcoal production techniques, development of successors, and 
management of forests to secure raw materials.  
Related cultural properties
Tangible cultural properties (fine arts and crafts)
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Production of entsuke gold leaves
Conservation organization of the technique
Association for Preservation of Traditional Kanazawa Gold Leaf 
Techniques (Certified in 2014) [Ishikawa]
Description of the technique
Entsuke gold leaf production refers to the techniques for producing gold leaves by beating gold 
into thin sheets between handmade washi paper specially processed for beating gold (haku-uchishi). 
The beaten gold is cut into squares and placed on an interleaving paper called hakuaishi. The 
hakuaishi is slightly larger than the gold leaf and appears to fringe the gold leaf, so the completed 
gold leaf and the method of producing it are both called entsuke, which literally means to “attach a 
fringe.”
The techniques for producing entsuke gold leaves can be roughly divided into the zumi process, 
the haku process, and the paper preparing process. In the zumi process, small amounts of silver and 
bronze are added to a gold ingot and beaten to a thinness of 0.001 millimeters. This beaten leaf 
is called zumi. In the haku process, the zumi is placed between haku-uchishi beating papers and 
beaten to a thinness of 0.0001 millimeters. The paper preparing process is the process of making 
the dedicated special handmade washi paper between which zumi and haku leaves are placed and 
beaten. Zumi beating paper is made by repeatedly moistening and beating handmade washi paper 
mainly made of nigo (the core of rice straw) using a machine. Haku beating paper uses handmade 
ganpishi (paper made of bast fibers from the ganpi tree) specially made for beating haku by adding 
some mud. This base paper (called shitaji-shi) is moistened and repeatedly beaten with a machine, 
and then doused in a solution of leach from the ashes of rice straw mixed with persimmon tannin 
and egg and repeatedly beaten once again. There is also a process called utsushi-shigoto (literally, 
transferring work), which involves cutting the beaten leaves into squares and placing each leaf 
between interleaving papers made of edgeworthia. 
About the conservation organization
The Association for Preservation of Traditional Kanazawa Gold Leaf Techniques is an 
organization committed to preserving and promoting entsuke gold leaf production techniques, and 
is composed mainly of artisans who are dedicated to the production of entsuke gold leaves and zumi. 
Founded in 2009, it makes ongoing efforts to preserve and hand down the techniques by producing 
documentary videos, developing successors, and carrying out studies of entsuke gold leaves and 
production tools.  
Related cultural properties
Tangible cultural properties (fine arts and crafts)
Intangible cultural properties (craft techniques)


































































































































































































































What are Selected Conservation Techniques?
“Selected Conservation Techniques” refers to traditional techniques indispensable in the 
conservation of cultural properties that Japan’s Minister of Education, Culture, Sports, Science and 
Technology has decided to be necessary to conserve, advised by Agency for Cultural Affairs. They 
include repair techniques used on cultural properties as well as production methods for the materials 
and tools used therein.
In Japan’s Law for the Protection of Cultural Properties, selected conservation techniques fall 
under the intangible cultural property category, along with intangible cultural properties and 
intangible folk cultural properties (Figure 1). In other words, when understood in a broad sense, 
the category of intangible cultural heritage includes Selected Conservation Techniques. A selected 
conservation technique might be used in the conservation of tangible cultural properties (such as 
buildings or art / craft works), intangible cultural properties (such as traditional performing arts or 
craft techniques), or both tangible and intangible cultural properties.
However, these selected conservation techniques are not well known amongst the general public. 
While in recent years more attention has been paid around the world to intangible cultural heritage 
thanks to UNESCO, the international community still does not know about principles and legislation 
related to conservation techniques used on cultural properties.
One of the aims of this book is to share both inside and outside Japan information about the idea 
of and system in place for selected and other cultural property conservation techniques. Therefore, 
here, in both Japanese and English, we will introduce multiple Selected Conservation Techniques, 
sharing the kinds of techniques necessary for protecting cultural properties as well as why it is 
important to pass them down to future generations.
The Selected Conservation Techniques System
Based on Japan’s Law for the Protection of Cultural Properties, conservation techniques are 
selected using the units of certified “holders” and “conservation groups.” As of the 2016 financial 
year, the national government has selected seventy-three conservation techniques belonging to fifty-
Note:  Selected Conservation Techniques
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Fine arts and applied crafts
Drama, Music, Craft techniques, etc
Tangible Folk Cultural Properties
Intangible Folk Cultural Properties
Ancient sites
Places of Scenic Beauty
Animals, Plants, Geological
and mineral formations
Terraced rice fields, Mountain villages, Waterways
Post towns, Castle towns, Farming and Fishing villages
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and preservation of Cultural Properties
Cultural Properties buried in the ground
Fig. 1  Schematic Diagram of Cultural Properties in Japan
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eight certified holders and thirty-one certified conservation groups.
In this system, if one such individual or group were to pass away or dissolve, their conservation 
technique would no longer be recognized as a Selected Conservation Technique. While at present 
there have been no techniques held by groups for which this has been the case, this has happened to 
nineteen ones held by individuals.
There are some Selected Conservation Techniques that have both individual and group holders. 
For example, “roofing with kawara roofing tiles (hongawarabuki)” is a Selected Conservation 
Technique for which the individuals Kiyokazu Yamamoto and Mitsuo Teramoto are certified holders, 
as is the group “Japan Association for Inheritance of Traditional Kawara-tile Roofing Skills.” It is 
highly likely that techniques will survive for which multiple individuals and/or groups have been 
recognized. However, it will be difficult for techniques to survive for which there is only a single 
recognized holder who does not have a successor.
Certified individuals and groups receive grants from the national government. However, these 
grants can only be used for specific purposes, which do not include individuals’ salaries or pensions. 
Therefore, it is hard for a technique to be maintained just with them. In order to conserve and pass 
down these techniques, it is necessary to not only widely share the importance of them within 
society, but also train successors who protect and transmit them.
Protecting Tangible and Intangible Cultural Properties: Technique 
Chains
Selected Conservation Techniques are closely linked to other cultural properties. This is their 
major characteristic. They are often deeply connected to either tangible cultural properties (such 
as buildings or art / craft works) or to intangible ones (like traditional performing arts or craft 
techniques). Sometimes, though, they are connected to cultural properties of both types. Let us 
consider these connections below using several examples.
Example 1: Techniques related to building conservation.
The greatest number of Selected Conservation Techniques relate to the conservation of buildings. 
This is because many traditional buildings in Japan are wooden structures, which need to be repaired 
(by periodically changing roof tiles, replacing rotten pillars, and so on). Such repairs call for a 
variety of conservation techniques.
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Building-related Selected Conservation Techniques include “restoration of traditional buildings” 
and “woodworking for traditional buildings” (techniques used for building repairs in general); the 
roof-related “roofing with kawara roofing tiles (hongawarabuki),” “roofing with Japanese cypress 
barks and shingles,” and “roofing with thatches” techniques; the wall-related “plastering (traditional 
Kyokabe walls)” and “plastering (Japanese walls)” techniques; the “manufacture of traditional 
fittings” (a technique used for the likes of latticewindows and sliding doors); the wall “crafting of 
karakami wall papers”; as well as the technique of “production of tatami mats.” These Selected 
Conservation Techniques are also related to each other. For example, in the case of the re-roofing 
technique that uses Japanese cypress bark or boards, the techniques “manufacture of roof shingles” 
and “gathering of Japanese cypress barks” provide raw materials, and the “manufacture of bamboo 
nails” technique provides bamboo nails to keep the bark and boards in place. These all play an 
indispensable role (Figure 2). However, unfortunately, currently no person or group is certified for 
“manufacture of bamboo nails,” and it is thus removed from Selected Conservation Techniques.
There are also Selected Conservation Techniques that relate to elements surrounding buildings, 
such as “conservation techniques for cultural property stone walls.” These techniques are used to 
protect the likes of Japanese castles, which often have dry stonewall foundations. One also finds 
“conservation techniques for cultural property gardens,” which are used to protect the many gardens 
that accompany historical buildings. It is important to not only protect buildings themselves but also 
the scenery that surrounds them, and this requires many preservation techniques.







Roofing with Japanese 
cypress barks and shingles





Japanese cypress barks 
(Manufacture of 
bamboo nails)
Fig.2  Techniques relating to building conservation
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Example 2:  Techniques related to the conservation of fabrics and fabric dyeing 
techniques.
Dyed fabrics and fabric dyeing techniques comprise a culture of which Japan should be proud. 
Historical dyed fabrics have value as art / craft works, and they are included in the category of a 
tangible cultural properties in Japan’s Law for the Protection of Cultural Properties. On the other 
hand, fabric-dyeing techniques (Yuzen, Yuki-tsumugi, etc.) are included in the intangible cultural 
properties category. There are multiple holders of these techniques, some of whom are referred to as 
“Living National Treasures.” To conserve these fabric and dyeing techniques, many other techniques 
are necessary, some of which are Selected Conservation Techniques.
One such example is “manufacture of ubai smoked plums.” Ubai is an indispensable agent 
in traditional benisome (crimson dyeing), which in turn is used in the likes of Yuzen dyeing (an 
important intangible cultural property). Ubai is also essential for repairing and restoring historical 
fabrics dyed with Benisome. Another example is “manufacture of handlooms.” It is selected as 
a conservation technique due to the indispensible role played by handlooms in the production of 
traditional dyed fabrics. “Manufacture of loom shuttles” and “crafting and restoration of loom 
reeds” are also Selected Conservation Techniques. However, unfortunately, there are no certified 
holders or conservation groups for the latter. Weaving-related tools are also indispensable when 
repairing and restoring historical dyed fabrics, as well as when making certain textiles like brocade 
used in calligraphy and painting mounts. These brocades are made with the Selected Conservation 
Technique “manufacture of ancient textiles (such as gold brocade) for mounting.” This technique, in 





















Production and manufacture 
of plant-dyes 
(safflower, gromwell)
Manufacture of ancient textiles 
(such as gold brocade) 
for mounting
Fig. 3  Techniques related to the conservation of fabrics and fabric dyeing 
techniques
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In this way, Selected Conservation Techniques relate to both tangible and intangible cultural 
properties. We have also seen how multiple selected conservation techniques are often involved in 
supporting a single intangible or tangible cultural property, as well as how one Selected Conservation 
Technique often is essential to another such technique. In this way, cultural property conservation 
techniques are often mutually related, forming what could be called “chains.” Here, we would like to 
call these “technique chains.”
This perspective is important when protecting cultural properties: even one missing part of a 
chain can seriously influence other related techniques and the cultural properties that they support. 
In order to preserve a single cultural property, it is necessary to have an understanding of the entire 
chain of techniques it involves.
Why are Selected Conservation Techniques Important?
While the nature of the basis of cultural properties’ value is a difficult philosophical issue, 
generally in the case of tangible ones it is thought to be “authenticity.” This is a concept that has been 
nurtured in discussions surrounding UNESCO World Heritage. Put simply, it refers to the retention 
of a cultural property's original elements.
Since most traditional Western buildings are made from stone, often times they have been 
preserved using their original materials. Thus we can easily see them as maintaining their 
authenticity. On the other hand, since most traditional buildings in Japan are made of wood, it is 
necessary to periodically repair them, by, for example, replacing rotted pillars with new materials. 
Since in such cases it is difficult to retain original materials (as is done in the case of stone 
buildings), to maintain authenticity they need to be repaired with the same kinds of materials and 
same techniques that were used originally.
This is where Selected Conservation Techniques come in. In other words, Selected Conservation 
Techniques are indispensable elements for securing the authenticity of tangible cultural properties.
On the other hand, the concept of authenticity makes for an awkward fit in the case of intangible 
cultural properties: they do not have a set form and have always changed with the era. For example, 
while kabuki is a traditional performing art, its programming and staging have developed thanks to 
innovations in different eras.
However, intangible cultural properties do not accept all changes. For example, consider the 
“Ojiya-chijimi / Echigo-jofu” fabric-making technique, an important intangible cultural property. 
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These fabrics are made around Ojiya city (Niigata prefecture), and for a long time one of their raw 
materials has been ramie produced around the village of Showa in Fukushima prefecture. If cheap 
imported ramie were to be used, this would have a serious influence on the value of these fabric-
making techniques as an intangible cultural property. “Production of ramie plants” is a Selected 
Conservation Technique, and its existence is one of the conditions that make it possible to preserve 
the status of this fabric-making technique as an important intangible cultural property.
In this way, selected and other cultural property conservation techniques are necessary not only 
for physically conserving cultural properties but also securing their value.
While, as we have seen, Selected Conservation Techniques are important, despite this they are 
not well known. Furthermore, only a small number of the many cultural property conservation 
techniques have been selected by national government. For example, the technique for production 
of aobana-gami (spiderwort-dyed papers)—used when sketching designs for Yuzen (an important 
intangible cultural property)—is facing a survival crisis. However, it has not yet been protected as 
a Selected Conservation Technique by national government. Also, there are many conservation 
techniques that have been selected yet are facing a crisis due to lack of successors.
It is our hope that this book shows the importance of cultural property conservation techniques, 
including Selected Conservation Techniques, thereby contributing to their conservation and 
transmission.
保持者・保存団体認定時期一覧 Chronological Table of Certified Holders/Conservation Groups of Selected Conservation Techniques
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1970 1980 1990 2000 2010
6 7 8 9 0 1 2 3 4 5 6 7 8 9 0 1 2 3 4 5 6 7 8 9 0 1 2 3 4 5 6 7 8 9 0 1 2 3 4 5 6
Name of technique Holder/Conservation Group
Ancient kiku-jutsu (measuring 
with a carpenter's square)
Kichisuke Takehara
Hideo Okada
Early modern kiku-jutsu (measuring 
with a carpenter's square)
Takeo Mochida
Torasuke Ageta












Manufacture of traditional fittings Tadashi Suzuki
Manufacture of cast-iron products Shuichi Otani
Roofing with Japanese 





Plastering (traditional kyokabe walls) Haruo Sato
Plastering (shikkui lime plastering) Isokichi Okui
Roofing with thatches (kayabuki) Ryuzo Sumida
Manufacture of tatami mats Yuzo Nakamura
Manufacture of Japanese 
leather paper (kinkarakami)
Takashi Ueda
Stone-tile roofing (sekibanbuki) Shinpei Sasaki
Manufacture of roof shingles Mitsuhiro Kuriyama




Manufacture of bamboo nails Yoshiharu Iizuka




Smithery of metal fittings Yoshio Yokoyama






Manufacture of model buildings Yasuhiro Wada
Manufacture of boxes made 
of paulownia wood for 








1970 1980 1990 2000 2010
6 7 8 9 0 1 2 3 4 5 6 7 8 9 0 1 2 3 4 5 6 7 8 9 0 1 2 3 4 5 6 7 8 9 0 1 2 3 4 5 6
Name of technique Holder/Conservation Group
Restoration of lacquerware Kenichi Kitamura
Kyuzo Kitamura
Restoration of lacquerware (raden) Teruzaburo Kataoka




Manufacture and repair of 
ancient decorative metalwork
Sotaro Kanae
True indigo dyeing Yoshio Mori
Uichi Mori
Restoration of woodwork Hiroshi Sakurai
Manufacture of pounding brushes 
(uchibake) for mounting
Genjiro Fujii
Restoration of armor Masami Ozawa
Saburo Makita








Manufacture of ancient textiles 
(such as gold brocade) for mounting
Kenji Hirose
Toshio Hirose
Manufacture of handmade washi 
paper for mounting (repair paper)
Eikan Ebuchi
Toshio Inoue
Manufacture of handmade washi 
paper for mounting (misugami)
Ryoji Uekubo
Shoichi Uekubo
Manufacture of handmade 





Conservation technique for cultural property stone wall Junji Awata
Crafting of drumheads for 
otsuzumi drums used in Nohgaku
Yukihiko Kimura 
Crafting of kotsuzumi drums 
and drumheads for Nohgaku
Masayuki Suzuki 
Isokichi Suzuki 
Manufacture and repair of nohkan (Noh flute) Hoju Hayashi
Manufacture and repair of Noh masks Kinshirou Nagasawa
Crafting and restoration 











1970 1980 1990 2000 2010
6 7 8 9 0 1 2 3 4 5 6 7 8 9 0 1 2 3 4 5 6 7 8 9 0 1 2 3 4 5 6 7 8 9 0 1 2 3 4 5 6
Name of technique Holder/Conservation Group
Crafting and restoration of string instruments 
(wagon & soh) for Gagaku music
Makio Ogawa
Wig styling for Bunraku puppets Shoji Nagoshi
Manufacture and repair of Bunraku dolls (heads) Takeo Oe
Shamisen (futozao size) skin replacement repair Morio Nakamura
Manufacture and repair of shamisen necks (futozao) Sukesato Amano
Hairstyling for Kabuki theater Toshikazu Kamoji 
Crafting and restoration of biwa lutes Katsuo Ishida 
Hairstyling for traditional 
Okinawan performing arts 
Sukenori Kohagura
Manufacture of kumi-odori 
(ensemble dance) props
Mitsufumi Shimabukuro
Manufacture of strings 














Production of togizumi charcoal Asataro Higashi









Production of araso rope Masakado Yawata
Sayumi Yawata
Production of tool for handmade washi paper (sha) Tsuruki Yamasaki
Manufacture of loom shuttles Junichi Hasegawa
Manufacture of handlooms Taneichi Nishimura
Yoshimasa Oshiro
Crafting and restoration of loom reeds Koichi Kitaoka
Manufacture of Yoshinogami 
paper for filtering lacquer
Takao Konbu
Kazuo Konbu 








1970 1980 1990 2000 2010
6 7 8 9 0 1 2 3 4 5 6 7 8 9 0 1 2 3 4 5 6 7 8 9 0 1 2 3 4 5 6 7 8 9 0 1 2 3 4 5 6
Name of technique Holder/Conservation Group




Manufacture and repair of sword 
braces and armor metal fittings
Ichiro Miyajima
Manufacture and repair of 
sword metal fittings (habaki)
Eiichi Akano
Manufacture of hand-cut rasps Einosuke Sawada
Restoration of traditional 
buildings
Japanese Association for Conservation of 
Architectural Monuments
Woodwork for traditional 
buildings
Japanese Association for Conservation of 
Architectural Monuments
Association for the Preservation of Japanese 
Traditional Architectural Techniques (NPO)
Roofing with Japanese cypress barks and 
shingles (hiwadabuki and kokerabuki) 
National Association for the Preservation 
of Roofing Techniques for Shrines and 
TemplesRoofing with thatches (kayabuki) 
Decoration of traditional buildings Japan Association for Historical 
Art and Architecture
Coloring of traditional 
buildings
Association for the Preservation of the 
Nikko World Heritage Site Shrines and 
Temples
Lacquer painting of 
traditional buildings
Association for the Preservation of the 
Nikko World Heritage Site Shrines and 
Temples 
Roofing with kawara roofing 
tiles (hongawarabuki)
Japan Association for Inheritance of 
Traditional Kawara-tile Roofing Skills
Plastering (Japanese walls) National Cultural Property Wall Technical 
Preservation Meeting
Manufacture of traditional 
fittings
National Association for the Preservation 
of Traditional Fitting Techniques
Production of tatami mats Association for the Preservation 
of Cultural Property Tatami
Restoration of wooden sculptures Bijyutsuin
Restoration techniques for 
mounts
Association for the Conservation of 
National Treasures
Ukiyoe woodblock printing 
techniques
Association for the Conservation of 
Ukiyoe Woodblock Printing Techniques
Production and restoration 
of festival floats
Association of Artisans for the Production 
and Restoration of Festival Floats
Conservation techniques for 
cultural property gardens
Association of Artisans for the 
Conservation of Cultural Property 
Gardens 
Conservation techniques for 
cultural property stone walls
Association for the Conservation of 
Cultural Property Stone Walls




1970 1980 1990 2000 2010
6 7 8 9 0 1 2 3 4 5 6 7 8 9 0 1 2 3 4 5 6 7 8 9 0 1 2 3 4 5 6 7 8 9 0 1 2 3 4 5 6
Name of technique Holder/Conservation Group
Production of strings 
for Japanese musical 
instruments
Kinomotocho Association for Preservation 
of the Production of Strings for Japanese 
Musical Instruments
Asaimachi Association for Preservation 
of the Production of Strings for Japanese 
Musical Instruments 
Production of Kabuki stage 
properties
Association for the Preservation of Kabuki 
Stage Property Production Techniques　
Production and restoration 
of Kabuki stage costumes
Association for Preservation of Production 
and Restoration Techniques for Kabuki 
Stage Costumes
Production of Kabuki sets 
(scenery paintings) 
Association for Preservation of Kabuki 
Set (Scenery Painting) Production 
Techniques
Production and restoration of 
Kumiodori tools and costumes
Association for the Preservation of 
Production and Restoration Techniques for 
Kumiodori Tools and Costumes
Production of Ryukyu indigo Association for the Preservation of 
Ryukyu Indigo Production Techniques
Manufacture of tamahagane 
traditional steel (tatarabuki)
Association for the Preservation of 
Japanese Art Swords
Production of Awa indigo Association for the Preservation of Awa 
Indigo Production Techniques
Production and manufacture of 
plant-dyes (safflower, gromwell)
Association for the Preservation of 
Japanese Folk Craft Techniques
Karamushi plant (choma) 
production and fiber extraction
Showamura Association for Preservation 
of Karamushi Production Techniques
Hand-spinning choma 
hemp threads
Miyako Association for the Preservation 
of Bunmi 
Production and refining of 
Japanese lacquer
Japan Cultural Property Lacquer 
Association
Japan Society for the Preservation of 
Lacquer Collecting Techniques
Production of tools for 
handmade washi paper
National Association for the Preservation 
of Production Techniques for Handmade 
Washi-making Tools
Production of charcoal Association for Preservation of Charcoal 
Production Techniques for Traditional Crafts
Production of entsuke gold 
leaves
Association for Preservation of Traditional 
Kanazawa Gold Leaf Techniques
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